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Worth Its Wait In Gold. 
For Harrison 
Reliability 
Sure, Harrison has waited to enter 
the U.S. broadcast market. When 
you're a stickler for precise engi-
neering and a perfectionist when it 
comes to quality performance — 
you've got to take your time to get 
it right. Get it just right for you. 

No Compromises 
It can be tough getting the right con-
sole to match your specifications. 
About as easy as fitting a square peg 
in a round hole, right? Harrison Sys-
tems has anticipated your need for 
versatility. A good deal of time and 
research goes into our consoles in 
order to bring you the smartest, most 
efficient technology and service. 
We've got the system that fits the 
size and scope of your 
needs, whether it be: 
• Teleproduction 
• Video Sweet-
ening and Post-
Production 
• Video Edit Suite 
• Film Sound 
Post-
Production 
• On-Air Broadcasting 
• Broadcast Production 
• Live Sound Reinforcement 
• Music Recording and Scoring 

At Harrison Systems, we give you 
choices— not excuses or unnecessary 
fluff. Our systems are designed to 
bring you long-lasting, clean per-
formance and reliability. 

Harrison Puts You In Good 
Company 
Organizations like Swiss Broadcast-
ing and Belgian Radio and Televi-
sion have believed in the superior 
quality of Harrison Stereo Broadcast 
Audio Consoles for years and have 
chosen Harrison for multiple broad-
cast installations. Swedish Televi-
sion has selected 8 TV-3 consoles 
and has committed to several more. 
This year's Winter Olympics in Yu-
goslavia received the main audio feed 
from a TV-3. 

At Last 
At Harrison, we take the time to lis-
ten to your needs. We design our 
consoles with the flexibility to fit your 
operation. And although our stand-
ards may be high for our consoles — 
our prices are very, very reasonable. 
We think you'll find it's been worth 
the wait — in golden, Harrison-true 
performance. Call us for a demon-
stration and see for yourself. 

For Harrison Innovation 
Introducing Harrison's TV-3, 
PRO-7 and TV-4, the broadcast 
consoles you've been waiting for: 

TV-3 For large scale TV audio, 
remote production, studio pro-
duction, post-production and 
sweetening • Adapts to wide 
range of tasks • Available in a va-
riety of configurations for cus-
tomization • Plus many options. 

PRO-7 De-
signed for com-
prehensive use in 
broadcast, live sound, 
motion picture teleproduc-
tion • Two major configura-
tions • Simple to operate • Cost-effective • Independent mix deci-
sion capability • Long-term performance achieved through thick-
film laser-trimmed resistor networks • Plus many options. 

Now Available 
AIR-7 For on-air 

stereo radio 
broadcasting, 
combining 

sophisticated 
technology with 
simple operation. 

TV-4 For medium scale on-air 
production, remote production, 
studio production, sweetening 
and post-production • Three 
major, simplified configura-
tions • Easy to install • High-
speed, low noise, low distor-
tion amplifiers allow for best 
possible electronic perform-
ance • Plus many options. 

Harrison's new VSI Fader Section, which 
allows for simultaneous interface with auto-
mation and video editorlswitcher, is avail-
able for TV-4 and PRO-7 consoles. 

Why wait any longer? Call 
or write Harrison Systems, 
Inc., P.O. Box 22964, 
Nashville, TN 37202; 
(615) 834-1184, Telex 555133. 
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Cover- Mad Hatter Studios, Los Angeles 
Photo by: Suzanne M Nyerges 
Jazz giant Chick Corea originally had Mad 
Hatter Studios built to be a place where he 
and his friends could make music. With his 
demanding concert schedule and the grow-
ing populanty of the room, it has also 
become an in demanc spot for commercial 
music production for clients like Apple 
Computers, American Express, Mitsubishi 
TV, Nike and Almaden Wine. 
Corner photo of Les Paul by Mr. Bonzai 
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What hath MIDI wrought! 
In an extensi.,/e article, ace 
keyboarcfist Roger Powell 

talks about the evolution of 
MIDI and the enticing pos-
sibilities this technological 

breakthrough offers. 
Powell's piece begins on 

page 34. 

He's produced U2, Devo, 
Talking Heads, Ultravox 

and others. His own music 
has ranged from quirky 

rock to soothing "ambient" 
music. Brian Eno has 

been involved in some of 
the most fascinating music 

projects of the past 15 
years. John Hutchinson's 

interview with Eno ap-
pears on page 65. 

As music technology has 
improved, the demands 
placed upon clubs to pro-
vide exceptional sound for 
touring bands has in-
creased. Mix writers in 
four different cities take a 
look at a top club in each 
respective market for this 
issue's report on the state 
of the art in nightclub 
sound. Page 12. 

In The Art of Touring '85, 
writer Brooke Comer talks 
to experts in diverse fields 
associated with life on the 
road, from tour manager 
Harry Sandler to staging 
specialist Michael Tait. In 
addition, Rosanne Soifer 
looks at "Women on the 
Road." Page 43. 



AN AUDIO TAPE MACHINE 
FOR BOTH SIDES OF YOUR MIND 

Whether you're an engineer, an artist, or both, 
Otari's MIR-90 will satisfy your most 
demanding ideas of what a multi-chan-
nel recorder should be. 

Once you, the engineer, 
have put its servo-
controlled and pinchroller-
less tape guidance system 
through its paces, no other 
will do. And when the artist oi - 

in you experiences the / *meele 
MTR-90's sound, you'll know 
its superlative electronic specifications will 
never compromise your recordings. And when 
the both of you need total session control, the 
MTR-90 is equipped with a full-function remote, 
and an optional autolocator. 

Post-Production professionals will quickly dis-
cover that the MTR-90, when equipped with 
Otari's new EC-101 chase synchronizer, is ab-
solutely the finest performing tape recorder in 
the world—nothing else even comes close. 

And, of course, you're a businessman, so you'll 
appreciate that the "90" is also the best 
bottom-line decision ... because it delivers 
performance without extravagance. From 
Otan: The Technology You Can Trust. 

Contact your nearest Otan i dealer for a demon-
stration, or call: Otan i Corporation, 2 Davis 
Drive, Belmont, CA 94002, (415) 592-8311 
Telex: 910-376-4890 

'I'll® 
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Dear Mix: 
AT&T Bell Laboratories is an 

awesome facility which cannot possibly 
be adequately addressed in orra maga-
zine article, even a long one. For this 
reason, my article on computer music at 
Bell was necessarily limited in scope. I 
nonetheless feel remiss in having made 
absolutely no mention whatsoever of 
Manfred Schroeder. Schroeder has 
been at Bell for nearly three decades in 
which time he has been without doubt 
the foremost pioneer in the field of archi-
tectural acoustics, and in particular the 
app:ication of computers in analyses of 
concert halls. These studies led to many 
procedures and techniques now stan-
dard in that field. They also led him to ex-
periments in digital reverberation which 
resulted in the algorithms that most digi-
tal reverbs in current use are based on. 
As if this were not enough, Schroeder's 
work with speech coding by digital simu-
lation brought him to create Linear Pre-
dictive Coding (LPC), a very complex 
but extremely powerful technique which 
models a sound source as a driving func-
tion (waveform) which is passed through 
a number of filters. Changing the driving 
function and filter parameters in a calcu-
lated fashion results in very intelligible 
speech. This type of synthesis is starting 
to find its way into more musical and cre-
ative applications now. It is interesting to 
note that Schroeder began his work on 
these subjects before 1960. Additionally, 
Professor Schroeder is an award-win-
ning pioneer in computer graphics. He is 
still at Bell Labs today, but splits his time 
between Murray Hill and Germany. I 
most deeply regret my oversight in ne-
glecting to mention this most brilliant 
scientist. 

Sincerely, 
Larry Oppenheimer 
Los Angeles, CA 

Dear Mix: 
Although I greatly enjoy read-

ing your magazine, I must point out a 
grave error in your Canadian studio 
report. A picture of Le Studio is cap-
tioned "The crew at the Studio." The four 
guys at the board happen to be collec-
tively known as UZEB, one of ¡he world's 
finest funk-jazz bands. 

Give a listen to "You Be Easy" or 
"Fast Emotion" and you'll haar what I 
mean The band is presently touring 

Europe and Japan before returning 
home to record their next LP. 

Sincerely, 
Andre Dorais 

Dear Mix: 
I've been buying and selling used 

musical instruments and recording gear 
for 16 years. I've placed a lot of ads in 
magazines and newspapers all over the 
country. The only reason I bring this 
grand fact to your attention is to point out 
that my current 1/2 page ad in Mix is the 
most effective, highest selling ad I've 
ever placed. 

I thought you might like to 
know. And thanks for all your help. You 
guys are doing a great job! 

Regards, 
Dan Alexander 
Berkeley, CA 

Dear Mix: 
As a composer and technician 

who is also involved with multitrack re-
cording and sound reinforcement, I'd 
just like to tell you how much I enjoyed 
your recent article on Daniel Lentz. Your 
regular features on the mainstream mu-
sic/recording industry are good and get-
ting better all the time, but it's really grati-
fying to see you paying some attention to 
some of the (thousands of) people doing 
interesting work outside the mainstream. 

Sincerely, 
Jay Cloidt 
Oakland, CA 

MIX Opens 
Southern California 
Sales Office 
As of January, 1985, Mix Maga-
fine has established a sales office in 
Southern California which will 
handle business for that area and 
the southwest region of the U.S. 
The advertising representative is 
Cecilia (Cece) Hernandez. The 
address is 4000 MacArthur Blvd., 
Suite 3000, Newport Beach, CA 
92660. The phone number is (714) 
851- 1706. 
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URRENT 
SPARS Recommends 
Digital Formats 

A letter has been sent by the So-
ciety of Professional Audio Recording 
Studios (SPARS) to their advisory asso-
ciate member manufacturers involved in 
the development of digital recording 
equipment that essentially outlines the 
"wish list" of features that many SPARS 
member studio owners desire in a pro-
fessional digital recording machine. Al-
though the description does nor line up 
specifically with any currently manufac-
tured machine nor does it support the 
DASH format presently favored by sev-
eral machine builders, the suggestions 
have been offered to the manufacturers 
in the hope of accelerating a move to-
ward interchangeability of tapes among 
quarter-inch, two channel stereo digital 
reel-to-reel audio recorders. 

Basic items included in the 

SPARS "suggestion" are electronic edit-
ing capability, cut and splice capability, 
operating speed of 15 ips, 90 minute 
capacity at 15 ips, symmetrical track lay-
out, twelve tracks including: eight tracks 
for two channels of digital audio, two 
tracks of analog audio, one user-gener-
ated information track capable of being 
separately recorded and one time code 
track capable of being separately re-
corded. Additionally, SPARS suggests 
that when a four channel recorder is built 
it should be capable of playing tapes re-
corded on the above suggested machines. 

The authors of the letter admit 
they are in no position to recommend 
standards to the manufacturers, how-
ever they agree that if the manufacturers 
could build machines with the above at-
tributes, they would be found most useful. 

ERA Forms New Division 

The Southern California Chap-
ter of the Electronic Representatives As-
sociation has established a Sound, Signal 
and Security Division to serve profes-
sional audio, commercial sound and 
audio/visual products representatives. 
Chairman of the new division is Wes Al-
derson, president of WesTech Market-
ing, Culver City. 

Alderson said the formation 
enables representatives in the "sound, 
alarm, music, professional audio and 
audio/visual markets to become involved 
in an organization of representatives 
with similar goals. Acting as a group we 
can accomplish goals which are good for 
the industry, our manufacturers, our ac-
counts and, therefore, good for us" 

Alderson said the division plans 
to be a sponsor of a western regional 
sound show in the Los Angeles area dur-
ing 1985. 

Additional information is avail-
able from the ERA office, 1700 West-
wood Blvd., Los Angeles 90024; tele-
phone (213) 879-7119. 

TV Stereo Meeting 
in San Diego 

A two-day conference to dis-
cuss the topics of stereo and second-lan-
guage TV sound will be held at the Hyatt 
Islandia Hotel in San Diego, March 11 
and 12, 1985. Workshops will focus on 
how audio and video are becoming inte-
grated in the viewer's home, on sources 
of stereo programming and the plans of 
the networks, on the problems encount-
ered in converting a television station to 
stereo, on the role of cable in providing 
high quality sound, and on the audience 
impact of reaching the Hispanic market 
with bilingual programs. For more infor-
mation contact Waters Information Ser-
vices at (607) 770-1945. 

NOTES 
AES officially announced that the 78th convention 
will be held in Anaheim, CA, May 3 through 6, 
1985 Mr. Milton 'Bill"Putnam will serve as con-

vention chairman Greg Badger has been ap-
pointed director of engineering for Aphex Sound 
Field Systems, a new division of Aphex Systems 

Ltd. which will specialize in surround stereo prod-
ucts for the motion picture and audio/video indus-
tries . . . . Uher, the German manufacturer of tape 
recorders, mixers and accessories, has reopened 
their U.S sales office at 7067 Vineland Avenue, 
North Hollywood, CA 91605; phone (818) 764-
1120 . Audio Precision, Inc. has recently 

been formed by four former Tektronix engineers 
and managers—Bob Metzler, Dr. Richard Cabot, 
Bruce Hofer and Bob Wright—to specialize in 
high quality test and measurement instrumentation 
for pro audio applications. They can be reached at 
P.O. Box 2209, Beaverton, Oregon 97075, phone 
(503) 297-4837 .. Synergetic Audio Con-
cepts will be sponsoring a business organization 

and financial management workshop, aimed at 
managers of small audio firms, to be held at seven 

locations throughout Me U.S. and Canada in the 
spring. Phone (714) 728-0245 for more informa-
tion . Garry Templin has been named central 
regional sales manager for Electro-Voice, Inc. 
. . . . Joel Silverman has been appointed director 
of marketing and sales for Lexicon Inc. in Waltham, 
MA . . A licensing and development agreement 
has been worked out between George Massen-
berg Laboratories and AMEK Systems and 
Controls Ltd. to cover the manufacture by AMEK 

of the GML Moving Fader Automation System for 
use in the AMEK line . FM Acoustics, the 
Swiss manufacturer of amplification and signal 
processing equipment, has opened a U.S. branch 

headed by Gene Michalski at P.O. Box 311 in 
Davis, California 95617-0311. (Dennis) . . (Dennis) Ray 
Kirchhoeler has recently joined the Electro-
Voice engineering team as engineering project 
manager/microphones . James F. Woodworth 
has been appointed national sales manager of 

CompuSonics Corporation . . . A. Franz Witte 
III has joined the Ampex Magnetic Tape Divi-
sion as manager of market research and planning 

. . Robert Dupras has been appointed acting 
regional distribution manager for the Burbank, 
California, regional distribution center of Agla-
Gevaert, Inc.. . . . Audio Industries Corpora-

tion of Hollywood, CA, has been named represen-
tative fcr NC professiceal audio products in 13 
western states, including Hawaii and Alaska . . . . 

Van -Lite, the Dallas-based automated lighting 
equipment manufacturer, has announced interna-
tional distribution agreements with Samuelson 
Van -Lite Europe, Ltd. in London, and Van -Lite 
Asia, Inc. in Tokyo. 
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!BLS unique titanium diaphragm and "Diamond Surround" bring 
new purity and consistency to high frrquency response. 

IT TOOK JBL SCIENCE, 
A NITROGEN EXPLOSION, 
AND PURE TITANIUM To GIVE You 
PERFECTED HIGH FREQUENCY SOUND. 
High frequency sound has always fought with the technology that brings it to the ear. The driver 

diaphragm has been most vulnerable, pushed to the breaking point, unable to hold uniform 
frequency response. 
JBL scientists decided to fight back. They exploded nitrogen into a remarkable metal, pure 

titanium, encircling their unique diaphragm with a vibration-absorbing 
"Diamond Surround;' so revolutionary it warranted its own patent. 
The result? A diaphragm that delivers and sustains a power 

and purity to high frequency response never before approached in 
the industry. 

Perfecting titanium technology is just one of innumerable ways in 
which JBL science is re-shaping the quality of sound. From ultimate 
accuracy in laying down your initial tracks, to capturing the full 
power and subtlety of your final mix, IBL audio systems are focused 
on the most exacting demands of the recording studio professional. 
To find out which system is designed to meet your specific 
requirements, contact your authorized IBL professional products 
dealer today. 

JBL Incorporated. 
8500 Balboa Boulevard 

P.O. Box 2200. 
Northridge. CA 91329 

U.S.A. 

11BL 
1181. harman mternatIonal JBL INCORPORATED 1984 
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EST 

Montage Recording Studio, Newark, CA was 
busy with a project by Billy J. Walsh featuring 
Sneaky Pete on pedal steel guitar. Also in was Bay 
Rum working on a tape with Will Mullins engi-
neering and Edwardo Avila assisting . . . Current 
projects at SF's Independent Sound included a 
solo album by noted jazz/rock guitarist Bill Rod-
gers, lately of The Crusaders; and a soundtrack for 
illustrator John Capick's animated Christmas spe-
cial slated for 1985. Commercial work continues, 
and recording is in progress on Peter and Mary 
Buffett's follow-up to their surprise hit "My Boy-
friend's Back," an LP of original Buffett material 
sung by Mary and set for completion in early '85 
. . . Recent album action at Starlight Sound in 
Richmond, CA included premiere releases from 
ska-rockers The Uptones with Ray Pyle behind 
the board, and The Mysteries with Steve DeGra-
zia at the helm . The mixers at The Sound Ser-
vice in San Francisco have been busy: Kim Aubry 
engineered and mixed the soundtrack for Jackie 
Baldwin's What is History, a Chevron School 
Broadcast project. He also edited and mixed the 
French language version of Loni Ding's "Nisei Sol-
dier" . . . Merilee Rush was in Triad Studios (Red-
mond, WA) for a single project with Bob Bogal, 
producer. . 

SOUTALNWLIFORNIA 

Carol Duboc recorded tracks at the Sound Solu-
tion in Santa Monica with chief engineer Keith 
Wechsler. Also at Sound Solution, Neophonic 
Records artist Zamp Nicol put finishing touches 
on his debut release, produced by Steve Barn-
card and engineered by David Blade At Pre-
ferred Sound in Woodland Hills, artist Lauren 
Wood was in with producer Kathy Kurasch and 
engineer Ma tty Spindell. . . Composers Tom 
Scott and Jack Hayes were in Burbank's Ever-
green Recording recording the score for Colum-
bia Pictures' Fast Forward. Engineer on the ses-
sions was John Richards, assisting was Mike Hatch-
er. Composer Burt Bacharach was in at Ever-
green scoring the new motion picture Creator for 
Kings Road Productions. Engineering was John 
Richards, assisted by Gary Luchs . . At Golden 
Goose Productions in Costa Mesa, Rick DeLong 
of the rock group Citizen Kane, has been working 
on a number of solo projects, including commer-
cial jingles. . Producer David Malloy was at 
Sunset Sound working on Dolly Parton's upcom-
ing album with Joey Bogan engineering and Peg-
gy McCreary assisting. And Warner Bros. artist 
Jennifer Holiday was in mixing for her LP with 
producer Tommy LiPuma, Dave Jerden engi-

neering with Stuart Furusho assisting. . . At 

Gopher Baroque, Westminster, CA, MN! re-
cording artists Exude put the final touches on their 
follow-up album to Boys Just Wanna Have Sex. 
Michael Mikulka engineered with Manny Perez 
assisting. . At Artisan Sound Recorders in Hol-
lywood disk mastering engineer Greg Fulginiti 
recently mastered LPs for The River, produced by 
John Williams; Ella Fitzgerald and Duke Elling-
ton, produced by Norman Grans; Eric Carmen, 
produced by Bob Gaudio and Don Gehman; 
Planet P and White Lion with producer Peter 
Hauke . . . At Dynasty Studio in Torrance, Todd 
Robinson cut his new album with backing musi-
cians, Dave Benoit, Rick Jaeger, and Vernon Port-
er, with Phil Kachaturian engineering. . At 
Skip Saylor Recording, in LA, singer/comedian 
Tommy Rocker was in mixing a live LP for Steel-
bridge Records. Tom Greenough produced with 
Skip Saylor behind the board . . 

SOUTH WE! 

Roger Hess Productions, N.Y. Broadway produc-
ers of the extremely successful musical, A Chorus 
Line, commissioned the staff of Dallas' Sumet-Ber-
net Sound Studios and Sumet's giant Studio "A" to 
record the actual production orchestration to be 
used on the Broadway company's European tour. 
The orchestra was composed of all Dallas musi-
cians, supplemented only by the N.Y. company's 
conductor and drummer. Bob Singleton was the 
session engineer with Mike Pietzsch assisting . . . 
StarSearch '84 finalist Benita completed work on 
two songs for a new single release at Sierra Re-
cording in Fort Worth, TX. Producers Ed Jones 
and Richard Harris made extensive use of drum 
machines and synthesizers, and Tony Rodriguez 
engineered the sessions . . . Recent session activit y 
at Crystal Clear Sound in Dallas: Bill Swicegood 
produced a demo for his band, Dallas. Engineer-
ing was handled by Keith Rust; an album by jazz/ 
wave group About Nine Times due for early Feb-
ruary release has been recorded by Keith Rust and 
produced by Rust and the Band . . 

1‘19RTI-

At Comfort Sound, Toronto Billy Idol's bassist Steve 
Webster produced an EP for Ottawa-based band 
Bugs Harvey Oswald. And John Tucker and 
Angus Robbie recently spent a week recording a 

dance single using a Fairlight CMI. . . Several na-
tional publishing firms utilized Pinebrook Studio's 
three rooms to completely record their in-house 
musicals (which includes orchestra, vocals, narra-
tive and mix). Recent recording activity at the Al-
exandria, IN facility included the following pro-
ducers, arrangers and companies: Don Wyrtzen, 

Phil and Lynn Brower (Zondervan Corporation) 
—two musicals; Jim Kimmel, John Higgins (Jen-
son Publications)—a children's musical/several 
vocal and instrumental demos; Neal Joseph, Jeff 
Kennedy (Gaither Music Company)—youth musi-
cal engineers included John Bolt, Steve Archer, 
Mark Aspinall, Kevin Thompson and Mike Gra-
ham . . . Recording activity at Studio A, Dear-
born Heights, MI included Calvin Simon, former 
member of Parliament Funkadefic, producing an al-
bum on McCharacter, with Eric Morgeson engi-
neering. Also, jazz keyboardist Lyman Wood-
ward mixed his second self-produced album with 
Jim Vitti behind the console. . At the Sound 
Suite in Detroit the legendary Four Tops cut vocal 
tracks with producers Willie Hutch and Iris Gor-
dy for Motown Records; engineering the project 
was Jim Vitti with Steve 'Dr. Ching"King assist-
ing. Also, gospel producer Rance Alen was in re-
cording tracks for an album on Word Records; 
Warren Woods engineering.. . Lansing Sound 
Studios in Okemos, MI is pleased to announce the 
release of Mike Brushes' Secret Songs a contem-
porary jazz LP cut there with master engineer Neil 
E. Gorov of Groover Producers, and produced by 
Gorov and Mr. Brush. The sessions were assisted 
by Marc C. Moore of Lansing Sound . . . At Stu-
diomedia, Evanston, IL, Jerry Goodman, for-
merly of the Mahavishnu Orchestra and the Flock, 
was in recording onto Mitsubishi X-800 and X-80 
digital machines for Private Records with produc-
er Martin Rubenstein and engineer Benji Kant-
ers, formerly the pride of NU's Elder Hall. Also in 
Studio A, Marshall Vente & Project Nine cut 
tracks for their third album on Mo Pro Records 
with engineer Scott Steinman. 

At Reflection Sound Studios, Charlotte, NC, pro-
ducer Don Dixon has been keeping busy, and 
among recent projects he has handled is the new 
Tommy Keene album, due out in early '85 on Dol-

phin Records. He and T-Bone Burnett co-pro-
duced the LP with Steve Haigler engineering. 
R.E.M. live dates in Charlotte, Durham, Washing-
ton D.C. and Charlottesville, VA will be mixed for a 
live LP by Don and /etch Easter. Mark Williams 
and Chip Garrett handled engineering on the 
road in Reflection's Studio "C" on wheels.. . 
Among those in Music City Music Hall recently 
were Charly McClain, busy finishing up the 
newest Kentucky Fried Chicken jingle; Nano Wil-
son producing and Bill Harris engineering; and 
producer Jerry Kennedy cutting tracks on CBS 
artist Joe Stampley in order to finish up an album 
project. Bill Harris was the engineer . . At Hum-
mingbird Studio in Nashville, TN, Michael Mur-
phy worked on lead vocals and guitar overdubs 
for his newest album to be released by Warner 

8 MIX VOL. 9, NO.'2 



NCR& 
TECH-NOL-
0-GY 

crown® 
1718 W. Mishawaka Rd. 
Elkhart, IN 46517 
(219) 294-8000 
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"  

A select few amplifiers 
on the market today will 
offer 1000 watts in 3.5 
inches of rack space. 
But do not be enticed by 
power ratings alone, for 

power is not the only mea-
sure of a successful product. 

e Micro-Tech n" series has been 
in development for over 2 years. 
We would not consider its intro-
duction until we were certain 
the final product would match 
the demanding criteria of the 
professional tour With rigorous 
testing and evaluation, both on 
tne bench and in the field, the 
Micro-Tech has proven its per-
formance value. 

1000 watts of dependable power 
result from an exhaustive search 
for excellence and efficiency. 
CROWN's patented grounded-
bridge circuitry, reversible forced-
air cooling and patented ODEP 
(Output Device Emulator Protec-
tion) design come wrapped in a 
3.5 inch chassis with 33 years of 
proven dependability behind it 

The precision of Micro-Technolo-
gy: It was a matter of perfecting 
the concept before introducing 
the product. 
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Brothers. Jim Ed Norman was producing and 

Scott Hendricks engineering. . At Woodland 
Sound Studios in Nashville, the Charlie Daniels 
Band was in laying tracks for their new album with 
John Boylan producing and independent engi-
neer Paul Grupp engineering, with Ken Criblez 
assisting. Also, Billy Crash Craddock was in mix-
ing his new live album with Tim Farmer behind the 
controls . At Polymusic Studios, Birmingham, 
AL, recording activity included the band 
Telluride doing tracks for their new LP on Lizard-

head Records, with Mark Philips and Tommy 
Caltin producing, Andy Bray engineering; and 
Scot ti, featuring Scott McDavid, cutting for 
Polymusic Records, with Michael Panepento and 

Davey Moire producing, Moire and Andy Bray 
engineering . Producer Harold Shedd was in 

Nashville's Music Mill finishing up Alabama's 
new album being engineered by Jim Cotton, Joe 

Scaife, Paul Goldberg and George Clinton . . 
Recording projects currently at the Castle Re-
cording Studio in Nashville included Eli Ball pro-

ducing new Epic artist Terry McNeil, with Toby 
Scott engineering. Scott was engineer on the last 
four Bruce Springsteen albums . . 

NORTHEAST 

At Tilci Recording Studios, Glen Cove, NY, Rusty 
Lane was in cutting tracks with Rick Derringer on 
guitar, Tommy Price (Billy Idol, Scandal) on 

drums, Joe Vista (Billy Idol) on bass, and Tom Man-
dell on keys. Producing this project were Fred 

Guarino and Rusty Lane . . . At Secret Sound 
Studio in New York City, Frank Stallone mixed 
his latest album with Tom Marolda and Warren 
Bruleigh engineering. Frank and Tom produced 
with help from Neil Kern on. Also mixing at Secret 
were The Miracles for Hitsburgh Records. Al 
Cleveland produced with Scott Noll engineering 
and Bruleigh assisting . . Recent activity at Ka-
jem Studios in Gladwyne, PA included recording 
and mixdown of a single for recently-signed Nick 
Mundy on CBS Records. The A side, entitled 
"Ain't It Alright," was produced by Nick Mundy, 

and engineered by Mitch Goldfarb . . At Ever-
green Recording in New York City, reggae stars 
Sly and Robbie were in laying down vocals with 
Rob Stevens and Hahn Rowe at the controls. Bob 

Kirshner and Matt Cummings assisted on the ses-
sions . . . At Normandy Sound in Warren, RI pro-
ducer Le Roy Radtliffe has been recording tracks 
for a new album by Mark Dana with engineers 

Phil Greene and Tom Soares. Notable session 
players have included singers Vicki Sue Robinson 
and John Warren and drummer Eric Parker. . . 
The husband and wife team Ted & Mayumi Klum 
were in at Inner Ear Recording, Queens, NY, 
with a nine-piece band recording a jazz suite writ-
ten and arranged by Ted Klum. The work is being 
submitted to the N.J. State Council of the Arts for a 
fellowship award in composition . Stanley Tur-

rentine was in Long Island City's Power Play Sffi-
dios doing his next release for Manhattan Rec-
ords. Les McCann was in on the session with Tony 
May engineering and Rick Gratz assisting . . . At 
Greene Street Recording, NYC, James Blood 
Ulmer recorded a single for Soho Productions; 

Les Davis and Rod Hui producing, Hui engineer-
ing and Andrew Spigelman assisting. Also at 
Green Street, Rare Silk recording for Palo Alto 

Records, Patrick Cullie producing and Tim 
Geelan engineering with Andrew Spigelman 
assisting . . The Rebel Montez project being 

recorded at Trod Nossel Studios in Wallingford, 
CT, is progressing. Thomas 'Doc" Cavalier is 
supervising album production and mixing. Cava-
lier is also producing Bob Mel's LP, where Bob is 
performing most of the instrumental tracks 
through overdubbing. The Secret Sound/ 
Aura Sonic team (Flushing, NY) have been re-
cording all the live concerts for PMC/ FM Tokyo. 

Four more shows were captured live for Japanese 
radio featuring the Black Uhuru from the Ritz, NY, 
Pedí Boi, Loremil Machado and the Savava 

Band and Kimati Dinizulu and the Kotoko 
Society and S.O.B.'s, NY. The taped broadcasts 
were recorded, mixed and engineered by Steven 

Remote and Jack Malkin . Battery Sound in 
New York City reports feverish activity with 

Powerman, B-Rock, and Killer Whale. All pro-
jects engineered by Mark Freedman . The 19 
Recording Studio in South Glastonbury, CT has 
been recording with Dayton, for Capitol Records: 
Rahni Harris, producer; Ron Scalise, engineer; 
Richard Musk, Fairlight CMI programmer. . . 

At the Power House in Camden, NJ, The John-
ston Brothers Band, recent second-prize winners 
at the Wrangler Country Showdown at the Grand 

Ole Opry in Nashville, returned to record six sides 
with Bill and Bob Adams producing . . At Sigma 
Sound Studios in Philadelphia the heavy metal 
band Krokus was in dubbing studio tracks from 
their live concert for MTV. Art Stoppe and Mike 
Tarsia handled the engineering, assisted by Ran-
dy Abrams . . Mastermind Studios in NYC had 
Kenny Burrell completing work in Studio A on his 
upcoming album Togethering with Grover Wash-
ington Jr. The album, released in January under the 
Blue Note label, was produced by Helen Keane, 
Burrell and Washington, and features Ron Carter, 
Jack Dejohnette and Ralph McDonald. Frank Laico 

and Neal Ceppos engineered . . At 39th Street 
Music Productions, CBS/Silverblue recording 
artist Marcus Barone mixed a single for new 
singer-artist Sally Ries with Richard Kaye engi-
neering. Producer Rod Funston put finishing 
touches on two sides for new recording artists 
Radford & Ray, with Richard Kaye engineer-
ing . . London recording artists Loose Ends, pro-
duced by Nick Martinelli, completed work on 

their second album at Alpha International in 
Philly .. Recent happenings at Quadrasonic 
Sound Systems (NYC) included Jennifer Holli-
day of Dream Girls fame in the studio laying down 
tracks for some cuts for her up-coming album on 
Geffen Records . Multi-instrumentalist David 
Liebman, formerly with Miles Davis, Elvin Jones, 
Lookout Farm and currently with Quest, has been 
recording solo tracks for a Compact Disc at Eras 

Studios with Gene Perla producing and Cynthia 
Daniels engineering. Joe Venneri was in Park 
South Studios in NYC producing and engineering 

a new, posthumous Bob Marley album for Febru-
ary release on Jamaica Records; Jamie Chaleff 
assisting. Also the Weather Girls were in working 
on a new album for CBS. Hank Medress and Jeff 
Kent produced for Double Vision Productions with 

agsociate producer/engineer Joe Venneri. . 

STUDIO NEWS 

Work has begun on Granny's House, a 24 track, 
Chips Davis-designed control room surrounded 

by a three bedroom Victorian house in Reno, Ne-
vada. The "resort" studio, operated by Scotti 
Brothers recording artist Robert Foreman, is sche-
duled to open in August, 1985, and will feature an 
SSL console and Studer tape machines. The room 
will be the second Chips Davis designed facility on 
the West Coast Bonneville Media Communi-
cations in Salt Lake City has now equipped a sec-
ond audio control room for video sweetening. 
Newly remodeled Studio A has been fitted with an 
Audio Kinetics Q.lock 310-3 synchronizer, an 
Ampex 1100 16 track audio recorder, and an MCI 
1- inch "C" format audio layback machine . . Is-
land Recording Studio is the name of a new 24 
track studio in Temple Terrace, FL (just outside of 
Tampa). Equipment there includes ACES record-
er, console and mastering machine and a healthy 
selection of outboard gear. For more information 
call (813) 985-1926 . . John B. Uhrig has been ap-
pointed operations manager and chief engineer at 

Hayes Recording Studios in Tampa. Uhrig owned 
and operated M.T.R. Studios in Richfield, Ohio 
where he worked with groups including Devo, 
Taxi, Phil Lombardo and the James Gang, and 
Freddy Salem and the Outlaws . . Allied Artists 

Records has opened Allied Artists Recording 
Studios, at the label's Santa Fe Springs location 
twenty minutes southeast of downtown Los Ange-
les. The facility boasts a Harrison Raven automat-
ed console and Otan i MTR-90 24 track . . Power 
Play Studios have added a new Trident Series 70 
board in the B room. They now have two 24 track 
studios, one with an MCI JH-636 board and one 
with the Trident . Sumet-Bernet Sound Studios 
in Dallas has just completed total renovation of 
Studio "A's" headphone/foldback system with the 

addition of redesigned headphone stations (each 
with selectable XLR or 1/4 -inch headphone jacks, 
switchable stereo/mono function, and individual 
high-power level controls). New headphone 
amplification is now using Crown amplifiers. . . 
Omega Audio in Dallas has recently acquired the 
Filmways-Heider Mobile Unit # 2 from the Record 
Plant in L.A. The unit has been refurbished by 
Omega with the addition of IBL 4430 monitors, 
two Otani MTR-90 24 track recorders, an Otani 
MTR-10 two track recorder, an Otan 5050B 2 
track r•ecoder, various signal processing units such 
as dbx 162 and 160 limiters and a Lexicon 224X 
digital reverb with LARC. . . New York's dB 
Sound has installed two Neve 5106 consoles . 
3M Company of St. Paul, Minnesota has donated 
a four track digital mastering recorder to the Music 
Engineering program at the University of Miami 
in Coral Gables . . . The Castle Recording Stu-
dio in Nashville now offers a complete keyboard/ 
synthesizer room for audio pre/post production. 
The facility includes a Fairlight CMI Series II X dig-
ital synthesizer, one of only five in this series found 

in the United States: a Yamaha DX1 and a DX7 
digital synthesizer, and several additional key-
board instruments . . . 
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A8OVU MKIV: A Legend Continues 

EC 7-1.11 • 

MASTER RECORDER A80 V'Ll MK IV 

.5 lEIFIL 

This is our newest multitrack. It is also the 
most affordable multitrack in Studer history. 

For the fourth time since its incep-
fion, we've changed the A8OVU. We've  
improved the sonic performance, tape  
handling, and durability. And we've  
substantially lowered the price.  

Same outside. changes inside. In 
keeping with the Studer tradition, we 
made no superfluous cosmetic 
changes. We're not going to tell you 
this is an "all new" recorder. It isn't. 
It is a proven, legendary recorder in-
corporating several significant 
improvements. 

Uh-oh, Something Is Missing. Yes. 
The transformers are gone. They've 
been replaced in the input and output 
stages with new high performance ac-
tive balancing circuitry. Other MKIV 
improvements include a new master 
bias oscillator, extended record head-
room, and a new record and bias driver 
compatible with all present and fu-
ture high-bias requirements. Record 
electronics are now fully compatible 
with Dolby HX Pro* requirements. 

Smoother Shuttling, Hardier 
Heads. The MKIV's new tape tension 
control system provides smoother tape 

handling, while a new extended wear 
alloy for record and play heads greatly 
increases head life. 

Never Lower. The list price of the 
A8OVU MKIV 24-track is lower than 
any of its predecessors. And that's in 
straight dollar figures, without adjust-
ing for inflation. What's more, the 
A8OVU MKIV now has a list price lower 
than most of its competition. 

No Hocus-Pocus. How could we 
make the A8OVU MKIV better and lower 
the price at the same time? Simple. 
We make it in Switzerland, and you 
pay for it in dollars. The favorable ex 
change rate does the trick. That means 
you get advanced electronics, Swiss 
precision, and low price. If you act 
now. This can't go on forever. 

Your Time Has Come. If you've 
always wanted a new Studer multi-
track but thought you couldn't afford 
one, your time has finally come. Call 
today and find out why the A8OVU 
MKIV is one of the most advanced 
recorders available at any price. And 
then ask about our new lower prices. 
Be prepared for a pleasant surprise. 

For more information, call or 
write: Studer Revox America, 1425 Elm 
Hill Pike, Nashville, TN 37210; (615) 
254-5651. 

*Dolby HX Pro is a trademark of Liolf+y Laboratories. 

STUDER 
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FOUR CLUBS IN SEARCH OF 
THE STATE OF THE ART 

THE PARK WEST 
Chicago, Illinois 

"The Best Club in America," is 
their claim. Owner Dale Niedermaier, 
would probably agree with this modern 
day paraphrase of the 16th Century 
writer Machiavelli: "The ability of a 
nightclub owner is recognized in two 
ways. The first is his selection of a site, the 
second in his sound system. And since 
club owners cannot make themselves se-
cure without having power over a large 
populace, it is necessary for them to 
avoid barren places in the country and to 
establish themselves in very fertile places 
where they can overcome anyone who 
attacks their greatness. " 

In 1977 Niedermaier selected a 
former porno theater only five minutes 
from downtown Chicago for his site. His 
current sound system was selected for 
him by some very bright street kids who 
now manufacture their own brand of 
speaker systems—Modular Sound/Bag 
End—in a well-to-do suburb. 

Back in 1978 young Jim Wisch-
meyer and his partner, Henry Heinie, 
had built sound cabinets for Heinie's 
band. During vacations they would head 
West and climb mountains. They'd come 
back to the city, build more cabinets, fill 
them with speakers, set up outdoor con-
certs and stack their creations as high as 
they would go—like mountains. One day 
they brought their system into Dale Nie-
dermaier's Park West, and it never left. 

"We're very happy with our 
sound system," says Jim Nudd, sound en-
gineer for the Park West. "It's flexible and 
unique." As of this date Wischmeyer and 
Heinie have stacked 3.5 tons of cabinets 
and speakers into two pillars, each 28 
feet high, on Park West's spotlighted stage. 

Writer, Bob Wallick, closely exam-
ines one of the Park West's sound 
pillars. 
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"It's a cone-type system," says 
Wischmeyer. With 152 loudspeakers in 
use, there's not a horn in sight except for 
some tweeters. This acoustical concept 
has both pleased and confounded sound-
men for Dennis DeYoung, Blondie, Gen-
esis, King Crimson, The Rolling Stones, 
Crystal Gale, Henny Youngman, and 
hundreds of other top acts. 

"This is a hi-fi system," says Jim 
Nudd. "It's meant to give a 'living room' 
definition and clarity to an artist's perfor-
mance. A lot of soundmen come in and 
try to run it like a traditional horn-packed 
operation. A cone system just doesn't 
perform well if it is driven hard so this is 
definitely not the place for high sound 
pressure levels." 

The directivity of Park West's 
speakers was custom-analyzed by Mod-

ular Sound Inc. for the characteristic 
room layout, and outside sound systems 
are not allowed. Although touring sound 
engineers may get frustrated with Bag 
End's cone approach, Jim Nudd is al-
ways conveniently at the board to 
counsel them if things get out of hand. 

"Some soundmen have a set 
way of doing things," says Jim. "They've 
gotten away with pushing traditional 
horn-loaded systems, but an over-driven 
limiter can be a disaster in this room." 
Since Brooke-Siren Crossover/Limiters, 
wired at each crossover point, are locat-
ed 60 feet away on stage, a soundman 
can't depend on a traditional limiter's VU 
meter or LED to tell him what's clipping. 
While the Park West offers a potential of 
high-quality sound, its sound system is 
definitely a challenge for engineers with 
less than sensitive ears. A well-mixed 
show at the Park West, however, is worth 
hearing. Patrick Moraz of Yes and 
Moody Blues fame recently called Nie-
dermaier's live grand piano sound the 
best he's ever heard. 

Fourteen amplifiers that supply 
10,000 watts to the 132 speakers and 20 
tweeters are also located on stage to re-
duce cable length. It's very effective; 
there's only . 48 ohm of resistance in the 
entire speaker system! 

Lately quite a few radio, TV, 
and even satellite transmissions have ori-
ginated from the Park West (Tina Turner, 
Frankie Valli, Hall & Oates. . .). Jim 
Nudd reveals that, no, he does not patch 
direct from his 24 x 8 Yamaha PM-2000 
mixing console. Instead, mike-splitters 
grab the music near its source and feed it 
to sound trucks that lurk behind the club. 
The sound trucks then, of course, launch 
sub-microscopic music molecules into 
space and sometimes outer space. They 
say that, today, when anyone "attacks 
the greatness" of Dale Niedermaier he 
takes to the high ground—like a 16th 
Century prince. It's a mountain-climber's 
dream. 

—Bob Wallick 



Park West Sound System Specifics 

Mikes (all Shure): 
SM57 ( 15); amplifier miking 
SM58 ( 10); vocal backups 
SM85 (5); grand piano 
SM81 (3); hi-hat & overhead 
SM53 (3); jazz guitar, harp, misc. 
SM7 ( 1); acoustic guitar 
SM87 ( 1); lead vocals 

Amps: 
AB Systems 1200 (6) for 15" 
and 5" speakers 
Crown DC300 (4) for 10" speakers 
McIntosh 2300 (2) for 24 tweeters 
McIntosh (unidentified-2) for 5" 
speakers and balcony tweeters 
Combined total: 10,000 watts 

Speakers and Cabinets: 
JBL, Gauss, and Electro-Voice speaker 
components that include: 15" (24); 10" 
(20); 5" (88); tweeters (20). Modular 
Sound Inc. Bag End cabinets (approx-
imately 20) are stacked 28 feet high in 
two columns, stage left and right: Total 
weight-3.5 tons; total radiating sur-
face area-6125 sq. in.; total #8 cop-
per speaker wire weight-35.3 lbs; 
total speaker system wire resistance— 
.48 ohm. 

Mixing Console: 
Yamaha PM-2000 24 x 8 

Crossovers: 
Brooke-Siren Crossover/Limiters 
four-way with crossover points and soft 
limiting at 250, 1,000 and 4,000 Hz. 
Stage Monitors: 
Full array of Bag End and Hill 
enclosures with 15" and 5" JEL 
Gauss speakers; 24 x 8 Hill console 
feeds 4,000 to 10,000 watts of Crown 
and Moog amps. Owned and operated 
by Chicago Music Co.; Jack Alex 
ander, chief engineer 
Room Dimensions: 
Approximately 75 x 80 x 30' 
excluding balconies and lobby. 
Seating Capacity: 
800 

THE PALOMINO 
North Hollywood, CA 

For more than three decades, 
the Palomino has been synonymous with 
country music on the West Coast in much 
the same way that the Grand Old °pry 
has in the East. From its modest begin-
nings as a pub for Hollywood stuntmen 
in the '50s, the club has grown in stature 
to become one of the greatest proving 
grounds for new talent in the history of 
the music business. For 15 years, it con-
sistently held the title of the #1 country 
and western nightclub in the U.S. 
Among those who spent their early days 
polishing their music at the Palomino are 
such legends as Kenny Rogers, Johnny 
Cash, Waylon Jennings, Barbara Man-
drell, Willie Nelson, Linda Ronstadt, Ed-
die Rabbit, Huey Lewis cSz the News, 
Glen Campbell, and Emmylou Harris. 
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kept many of L.A.'s biggest nightclubs 
shuttered (and shuddering). These days, 
the Palomino plays host to many national 
acts of varying musical genres, from Jim-
my Witherspoon and Tower of Power, to 
Billy Sz the Beaters and Jack Mack & the 
Heart Attack. 

The fact that it is one of the few 
music clubs in town opèn seven nights a 
week, and because of the diversity of 
musical acts that appear there, the 
choice of sound reinforcement equip-
ment was a critical one. For many years, 
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the club operated with a Shure 200-watt, 
eight-input "Vocal Master" system, with 
the house band's steel guitar player mix-
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Everyone from Elvis Presley to Law-
rence Welk has graced the Palomino's 
tiny stage at one time or another. 

During the '70s and that dec-
ade's phenomenal country music explo-
sion, the club entered its golden era and 
earned its legendary status within the in-
dustry. Since that time, due to the soften-
ing of the record business and inflation, 
the club has had to face up to the digs-
trous economic considerations that have 

ing onstage and operating the lighting 
system (four on/off switches) with his 
right foot. In fact, many of the Nashville 
artists, used to singing around one big 
microphone in the early days of the Op-
ry, had to be convinced that they could 
use separate microphones when the 
Shure system appeared. 

After artists like Leon Russell, 
Linda Ronstadt and other groups began 
bringing in state-of-the-art sound sys-
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tems, the decision was made in 1977 by 
the Palomino's owner, Tommy Thomas, 
to install a more versatile sound and light-
ing system. The contract, originally 
awarded to A-1 Audio and now held by 

former A-1 employee C. David Hopkin-
son's Zeta Sound, was for installation and 
maintenance of a sound system that 
would adequately cover the club's un-
usual L-shaped layout and outside patio. 

INTERCHANGEABILITY 
FLEXIBILITY 
RELIABILITY 
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Whirlwind's XLR connectors are 
truly revolutionary. Each connector is 

actually a separate housing and 
insert which lets you quickly and 
easily change gender without 
replacing the entire connector. 
The magic of Whirlwind XLR 

connectors is in how they look. 
Each is available in your choice of 
4 colors, making it easy to color code 
your system or cables without having 

to resort to using colored cable 
usually made of inferior materials. 

The most advanced connectors come 
from the most advanced cable and 
cabling systems manufacturer. 

Circle #006 on Reader Service Card 

That year, the first phase of the system 
was completed, which featured four 
modified JBL 4320s with custom cross-
overs, a Yamaha PM1000 16 x 4 console 
and a limited number of effects. Later, 
because of a number of very hot spots 
and dead spots, six more 4320s were ad-
ded, along with a pair of stock JBL 
4311Bs as fill speakers in the club's game 
room. A few Shure SR columns remain 
from the old days, and are mainly used 
for fill speakers in certain areas. The 
speakers are bi-amped with JBL 5234 
electronic crossovers (with x-over points 
fixed at 800 and 3200 Hz with a low filter 
at 80 Hz) and 10 BGW 750s and 100-As 
providing the necessary amplification. 
For monitors, the club used to use Com-
munity Light & Sound's small two-way fi-
berglass monitors but has switched in re-
cent years to Yamaha's model 2115. 

The system is essentially mono, 
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with the Yamaha's four matrixes provid-
ing sound to different areas of the club. 
The philosophy of the system's design, 
according to Hopkinson, is to provide a 
recording studio-like monitoring envi-
ronment for the Palomino's patrons 
rather than the "blow-em-away" outdoor 
system approach used by many other 
area clubs. A good deal of outboard 
equipment is available in the rack, in-
cluding a Yamaha PM-180 sub-mixer, a 
Shure feedback controller, UREI 530 
stereo graphic used for the monitors, an 
Orban 621 parametric and 111B reverb, 
a UREI LN-76 compressor, a dbx 160 
stereo compressor, a Shure M67 mixer, 
a Sony cassette deck, and a few Studio-
master amps. A separate, isolated pow-
er-line powers the equipment, which is 
never turned off, except for mainte-
nance, and is allowed to "bum-in" 24 
hours a day. 

Since the club is continually used 
for video and audio recording of live 
performances, three-way, hard-wired 
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SYNerHABLE 
stuck a 
grand onto a tiny 

chip. a world-class speak 
is the way to hear It . Because a 
system designed only for "traditional" 
sounds can't live up to the powerful levels 
and complex timbres of electronically-
created music. 

That's why we created the 380SE. 

Total Transparency—and 
Psychoacoustic Satisfaction, too. 
The 380SE is a clean and powerful th-ee-
way speaker system. Electronic reeds and 
strings, flutey and brassy tones, percussive 
accents, special effects . . . all sounds at all 
levels come through with exacting sonic 
accuracy. The 380SE illuminates subtle 
variations in pitch and level, whether 
handling one note at a time or a fuil 
synthesized chorus. 

Attention to Detail 
The digital wizards must master every 
detail of their technology. A speaker 
designed for electronic music gives them 
the freedom to concentrate on sund 
creation rather than sound reproduction. 

So we paid attention to every detail of the 
sound system. That's why the 380SE is 
constructed entirely from our own high-
quality components. With continuous 
power handling of 360 watts. Full range 
inputs. Bi-amp and tri-amp connectors. 
Four bridging connectors. Mid- and high-
frequency level controls, flush-mounted 
where you can get right to them. 

And as you can see, we didn't overlook the 
visual details. The 380SE's appearance is 
visual confirmation of its class. The 
380SE's performance proves its ability to 
handle electronic music. 

That's what being 
synthable is all about. 

For complete technical data, call or write: 

TQAat, 
TOA Electronics, Inc. 
480 Carlton Court 
So San Francisco, CA 94080 
(415) 588-2538 
In Canada TOA Electronics, Inc. 
10712-181 Street 
Edmonton , Alberta T5S 1K8 
(403) 489-5511 
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Kevin Chisholm at Wolfgangs'. 

mike splitter boxes are located on the 
stage, feeding a 27-pair main snake with 
sub-snakes for vocals and drums. The 
club also has its own simple video re-
cording and distribution system consist-
ing of a Panasonic WV 3800 three tube 
camera and some broadband distribu-
tion amplifiers. The microphone comple-
ment includes only the industry's sturdi-
est models—primarily Shure SM58s, 
Sennheiser 421s and EV PL-95s. Micro-
phones like AKG D1000Es and Shure 
SM-57s, often regarded as fairly sturdy 
stage mikes, failed to withstand the Palo-
mino's tortuous 7-day schedule. The di-
rect input boxes are Sescoms, and the 
Yamaha baby-grand is miked by two 
D1000Es and a Shure 548 on the bot-
tom. A Helpinstill piano pickup system 
was shelved after it received too much 
abuse to be workable. 

The club's lighting system con-
sists of a TTI lighting console with 24 
channel two scene capability. The light 
bank includes 20-250 and 500 watt 6-
inch fresnels, six 3-inch ellipsoidials, and 
three four-color ceiling hung border 
lights. A 1000 watt follow spot is located 
near the sound booth, filling out the light-
ing complement. 

Several times a month, Zeta is 
contracted to augment the system from 
their five-figure equipment inventory. A 
Soundcraft 24-input console, drum 
risers, more exotic microphones such as 
EV RE-20s, AKG 451s, Sennheiser 441s, 
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outboard gear such as Klark-Teknik 
third-octave equalizers and more 
monitors are all available for the bands 
that require them. In the next year, Zeta 
plans to thoroughly update the system 

by moving the mixing area to in front of 
the stage and by adding to the aging and 
well-worn equipment. 

The system, as it stands, is not as 
physically attractive as it once was, yet it 
is a testimonial to what good equipment 
can handle if properly configured, day 
in and day out, for more than seven 
years. 

—Tony Thomas 

WOLFGANG'S 
San Francisco, CA 

"Wolfgang" is a name that car-
ries a lot of weight in music history. Al-
though Mozart wore his given name un-
self-consciously, rock music impresario 
Wolfgang Jargonka decided to change 
his before making Hs fortune, in the pro-
cess, becoming easily the most famous 
American music promoter of the past 
couple of decades. "Bill Graham" was 
pronounceable, less forbdclingly Teu-
tonic. The discarded name did come in 
handy later, however, to christen the 
newest Bill Graham nightclub, "Wolf-
gang's" in the North Beach area of San 
Francisco. 

The 680-seat live music club 
opened on July 4, 1983 with a new look 
to a well-worn venue. Back in the '30s 
Club Lido was built and launched a long 
line of dance spot incarnations, includ-
ing, Harry's, X's, Dance Your Ass Off (in 
the '70s in the grip of disco-fever), and 
The Boarding House, which was really a 
live rock club and the predecessor to 
Wolfgang's. 

Graham's organization wanted 
to upgrade the sound system for their 
new club, so they called the San Rafael 
acoustic design company, Ultra Sound. 
Manager Don Goldstein recommended 

a $30,000 Meyer Sound system to do 
the best job for a number of reasons: 
"You hook it up, turn it on, and you're 
right there with your great sound—no 
adjustments with knobs or dials or 
anything." Goldstein continues to say 
that, 'The speakers are made for array-
ability. You can add speakers to a cluster 
with no problem—the dispersion is very 
even from skie to side." The configura-
tion includes: five UPA loudspeakers 
with an MI control electronics unit, four 
650-R subwoofers ( 18-inch drivers), 
Crest 3500 amps at 225 watts into 8 
ohms into the UPAs, and Crest 5000 
amps at 325 watts into 8 ohms for the 
650-Rs. 

Goldstein hung a center loud-
speaker cluster to achieve that even 
sound all around the room. "That was 
easier said than done," says Goldstein. 
"We had to go way up in the ceiling to 
find a solid spot to support the weight 
. . . it's a really old building." 

Wolfgang's presents that com-
mon challenge to a club sound system— 
the upstairs balcony. "I really had a hard 
time deciding how to do that, so I went 
with tilting the cabinets, splitting the 
speakers between upstairs and down-
stairs." Goldstein is candid in citing the 
two places in the room that still bother 
him: "Under the balcony there's a prob-
lem with the high end—it's a typical bal-
cony problem—you've gol a reflection 
occuring underneath the balcony." The 
other spot is dead center in the first two 
rows in front of the stage. "You don't hear 
the horns there, but I figure the people 
who are siring in the front rows aren't lis-
tening, anyway," he says, laughing. "We 
really could have fixed that with some lit-
tle speakers, if we'd had more time and 
money, I guess." (Ultra Sound got the 
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SY r CON series B 
Shopping for a Desk these days can be a chancy 

business. Limited budgets all too often mean limited 
equipment, limited performance — and limited 
potential for future expansion. It's a story that many 
smaller studios know to their cost. 

Enter the SYNCON Series B— a mixer of 
unrivalled flexibility, designed by AFIB to grow with 
your studio but with a minimum upfront capital 
outlay. 

The in-line modular concept of the SYNCON B 
means that you can start with a basic 8 or 16 track 
configuration and, without factory modification, 
expand to a 44 input, fully automated console with 
patchbay. And even the patchbay is totally modular— 
totally expandable. 

For more than 10 years AHB has earned the 
confidence of the World's audio fraternity. With the 
SYNCON Series B we have proved that it is possible 
to build a low-cost desk with a performance equal to 
one twice its price. With a sound-handling capability 
unmatched in the price range. 

So we can confidently claim that the Series B 
represents one of the best deals going in today's 
market. 

ALLEN AND HEATH BRENELL LTD 

Allen & Heath Brenell (USA) Ltd. 
Five Connair Road 
Orange 
Connecticut 06477 
USA 
Tel: (203) 795-3594 
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okay to do the installation a day-and-a-
half before the club's grand opening, ac-
cording to Goldstein.) 

The booking policy at Wolf - 
gang's allows for a broad cross-section of 
pop/rock acts, plus comedy. Manager 
Queenie Taylor says she'll book live 
bands "as often as we can sell enough 
tickets to make some money." With such 
wide parameters, the system has to be as 
flexible as possible. "We were a little ner-
vous in the beginning when we heard 
that Blue Oyster Cult was coming a cou-
ple of weeks after we installed the Meyer 
system," says Goldstein, referring to the 
band's reputation for atom-splitting 
volume and power. When that show 
sounded good, and didn't blow up the 
UPAs, they knew they were in business. 

Wolfgang's production manag-
er Kevin Chisholm says he hasn't had 
any problems with the sound system. 
"The room is good, dispersion is good. 
The worst problem is the position of the 
mixing console," says Chisholm. The 
Yamaha PM-1000 with two sends, sits to 
the left of the door in back of the room. 
"The club is unfortunately kind of short, 
and it would take up 40 or 50 people to 
put it (the console) into the center . . . you 
have to walk into the room to hear for the 
right mix." 

Chisholm provides what is a 
luxury for many bands on the club circuit: 
four separate mixés on stage. "During 
the sound check we can adjust the mix 
for individual band members. We use 
Harbinger monitors up on stage from the 

The Right Features At The Right Price 

Before we built Audio 
Centron mixers we 
listened to sound 
technicians, record-
ing engineers and 
musicians. Using 
their criteria, we 
designed reliable 
mixing boards with 
essential, practical, 
logical, necessary 
and sensible features 
to make their jobs 
easier. 

Essential Features: 
Completely variable 
trim control with 

LED indicators and 
balanced inputs and 
outputs ensuring 
quiet operation. 

Practical Features: 
60mm faders and 
push-button assign-
able graphic equal-
izers mean ease of 
operation. 

Logical Features: 
Complete patching 
on each channel and 
on the master output 
section offer versa-
tility for any playing 
application. 

AudioCentron 

Necessary Features: 
Specs like — 119dB 
equivalent input 
noise and universal 
+ 4dBv balanced 
outputs that make 
any soundman nod 
in approval. 

Sensible Features: 
Stereo mixers start 
at $859. 

Get the right features 
for your dollar. Get 
Audio Centron. 

Manufactured in the USA by SLM Electronics 
1400 Ferguson Ave. St. Louis, Mo. 63133 

Old Waldorf." (The Waldorf was another 
Bill Graham club in San Francisco which 
closed before Wolfgang's opened.) The 
club's lighting system uses some instru-
ments from the Waldorf, but the 16 new 
leko spots, a new bank of washes to bathe 
the stage in various colors, and a new 
patchbay including 24 dimmer channels 
rounds it out nicely. 

For microphones the usual 
blend of Shures, Electro-Voices and 
Sennheisers (for drums) work well with 
the rigors of club life. 

Wolfgang's is a good place to 
see a show—it looks pleasant, as well as 
sounding even and clear. If you're in 
town for a show, remember where the 
best seat in the house for sound is: Don 
Goldstein recommends you it at the 
bar. Cheers, and roll over, Mozart. 

—Elisabeth Rollins 

SCORGIE'S 
Rochester, NY 

Although there are at least a 
dozen respectable live music clubs in 
Rochester, N.Y. (one of the largest mar-
kets in the state), only one of them is 
equipped with a complete in-house sound 
system. Located in the heart of down-
town, on Andrews Street, and tucked be-
hind a mighty IBM complex, Scorgie's 
Saloon has provided not only a haven 
for alternative music fans, but probably 
the best live audio available in the city. 

• Opened in 1976 on the first 
floor of a renovated brick building, Scor-
gie's (named after its owner Don Scorgie), 
expanded into the building's basement 
two years later for live shows and be-
came the first club to book new wave 
music in Rochester. Although other 
clubs have toyed with that style of music 
whenever the right opportunity arose, 
Scorgie's is the only room to book local, 
regional and national new music and 
reggae acts on a consistent basis. 

In addition to being home base 
for one of America's leading garage 
bands, The Chesterfield Kings, as well as 
415 Records' New Math, Scorgies has 
played host to scores of national acts on 
their way up, including The Go-Gos, 
Nona Hendryx, Jim Carroll, John Cale, 
REM, Fear, The Cramps, Dream Syndi-
cate, Hoodoo Gurus, The Comateens, 
and many others. 

The permanent sound system 
(and as of late, video system) found at 
Scorgie's came about for reasons that 
one might not consider: to save on the 
cost of brutal heating bills in the winter 
caused by constantly hauling equipment 
in and out and to save on set up time. 

With an in-house sound and 
light set-up, the basement of the club 
(where the live shows are) doesn't have 
to open until 7:00 or 8:00 p.m., as op-
posed to 3:00 p.m., and everyone is 
usually out of the room by 3:00 a.m., in-

1 8 

Circle e008 on Reader Service Card 

MIX VOL. 9, NO.2 



Inverse reverb 
lexicon's latest hook - 

it's indescribable 

FL EX IBL E 

Gated reverb 
provides a unique 
time-dependent gating 
action 

Infinite reverb 
simulates reverberation 
that never decays 

Now with Version 8.20 so.`tw9re 

Improved splits 
the two independent 
I inl2 out reverbs now 
offer a greater variety of 
sounds and enhanced 
imaging 

Controllable room size 
the size of the environment 
is now continuously variable 

The Lexicon .224XL 

Reverberation/Effects Processor 

Additional rich programs 
more programs are now 
available with greater 
density and smoother 
decay 

In the world of reverb/ 
effects processors, the 
Lexicon 224XL is the 
standard. 

Its virtually unlimited 
sonic variations allow the 
creative freedom you 
deserve. 

The LARC (..exiccn 
Alphanumeric Remote 
Console) puts the control 
of all essential re‘ierb and 
effects parameters at your 
fingertips, providing 
unparalleled ease of 
operation. 

And with our continuing 
program of free software 
upgrades, vour 224XL will 
never be out of cate. Our 
latest software package, 
version 8.20, gives you the 
newest and best sounds 
on the market today. 

The Lexicon 224XL Digital 
Reverberation/Effects 
Processor. 

In a word - FLEXIBLE. 

lexicon  
Lexicon Inc. 60 Turner Street, Waltham, MA 02154 USA (617) 891-6790 Telex 923468 Export Gotham Export Corporation New York, NY 10014 
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Scorgie's sound mixing booth. 

stead of 5:00 in the morning. 
In addition, most local new 

wave acts couldn't (and still can't) afford 
their own sound and lights, and since 
Scorgie's was bringing in national shows 
on a regular basis, the cost of hiring pro 
audio systems constantly brought its 
costs higher and higher, until it just made 
economic sense for the club to align itself 
with someone who would put in a perma-
nent sysi em. 

That person was an affable art-
deco colector named Mark Theobald, 
who is known to everyone as Mark Nuge. 
"It's an old joke that goes back many 
years," says Theobald, who is rarely 
seen not smiling. "I used to work with 
these three other guys in audio and all of 
us had long, frizzy hair and Fu Manchu 
moustaches, and at the time, Ted Nugent 
was very popular. So, one of the local 
musicians used to mock us out by calling 
us 'The Nuge Brothers.' And for me, the 
name just stuck." 

Theobald, who calls his audio 
company Sterling Sound, put his first 
system in Scorgie's in 1979. Since then 
the system has been updated several 
times, including just recently. 

Presently, it is 4-way stereo; the 
mains being 24 x 4 and the monitors be-
ing 16 x 4. The board is a new Yamaha 
MC2404, which features EQ for all sub-

Mark Theobold at Scorgie's. 

masters and full analyzation for the sys-
tem. Theobald also uses three different 
effects; a Roland Space Echo, a top-of - 
the-line DeltaLab digital delay, and Ya-
maha reverb. 

The mains and the monitors are 
powered by JBL, and Ashly FET 500s 
and 200s, respectively, and Theobald 
uses all Ashly products, such as com-
pressor-limiters, parametric equalizers, 
and crossovers for the signal processing. 

"The reason I only use Ashly," 
says Theobald, "is because they're good; 
I've never had anything of Ashly's break 
and they're located here in Rochester, 
which makes it convenient." 

The mains consist of all Eastern 
Acoustic cabinets, holding 12-inch, 15-
inch and 18-inch speakers. Theobald 
also u.cr, the new JBL bi-radial horns with 
4525 drivers. 

"The thing that makes Scorgie's 
unique is that fact that all the speakers are 
behind the stage," said Theobald. "That 
was done basically for visibility." 

But what about feedback? "With-
out EQ it would be a problem, but I've 
got 8 bands of parametric on both sides 
and that seems to take care of it." 

The basement of Scorgie's, 
which is only 100 x 45 and approximate-
ly 2,000 square feet, has the stage direct-
ly facing the bar. The capacity of the club 
is 500, although the club sounds best 
when there are about 300 present. 

Because of its size, Theobald 
has had to severely limit the system, 
which has left him open to some criti-

cism. "It is too compressed," he admits, 
but is quick to counter, "The reason for 
that is that the bartenders will only stand 
the volume so much. The PA itself could 
do halls maybe four or five times the size 
of Scorgie's." 

The system's monitors consist 
mostly of Yamaha SR 2115 wedges ("I 
tried a lot of cabinets and went for those 
because they were cheaper and they 
sound better") and for the drums there 
are custom 4-way Eastern Acoustic box-
es containing an 18-inch, a 12-inch, a JBL 
bi-radial horn and a Gauss tweeter. 

For mikes, Theobald uses most-
ly Shure SM57s because they're "the old 
stand-by; but usually that's what people 
want and they don't break." He also has a 
few AKG mikes for hi-hats and kick drums. 

Theobald has also recently ex-
panded into video with a 10-foot Klaus-
Nova Beam screen, two Sony Beta Hi-fi 
video decks, a Sony color monitor and a 
video switcher. The audio for the videos 
is pumped through the sound system. 

In the five years that he has 
been set up at Scorgie's, Theobald says 
he has never had any problems meeting 
a national act's rider, and has never had 
any complaints or real problems with 
group's that have used his system. 

"I did have an interesting night 
with The Cramps a few years back," he 
says with a slight laugh. "The lead vocal-
ist, Lux Interior, stuck my SM58 down 
his pants and then cut himself with a beer 
bottle and bled all over my system. Then 
he ripped down half the ceiling with one 
of my mike stands. After that, Don Scor-
gie said 'no more live shows'. . . but, 
eventually he changed his mind." 

—Bruce C. Pilato 
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AMPEX 
GRAND MASTER 456 

Confidence is what you buy in Ampex Grand Master! 
456. Confidence that lets you forget about the tape 
and concentrate on the job. 

That's because we test every reel of:2" Grand Master 
456 Professional Studio Mastering Tape end- to-end and 
edge- to- edge, to make certain you get virtually no tape-
induced level variations from one reel to the next. The right time. That's why more studios choose Ampex 
strip chart in every box of 2" 456 proves it.Am PE)( tape over any other studio mastering tape. 

..--r. Reader Service Card 

No other studio mastering tape is more consistent. 
No other mastering tape is more available, either. 

With Ampex Grand Master 456 you have the confidence 
of knowing we stock our tape inventory in the field. 
Close to you. So we're there when you need us. 

Confidence means having the right product at the 

Ampex Corporanon • One of The S,gnW Compames 

Ampex Corporation, maanetic Tape Division 401 Broadway Redwood Cit, CO CLIAR1 ! Ai Si 107 Iona 
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D66 igitization means smaller parts, 
smaller parts count, smaller power 

supply requirements, smaller mediums, etc. 
Pretty soon, a scanning electron microscope 
will be standard equipment for any techni-
cians' tool kit . . 

The Miniaturization of Audio 
by Ken Pohlmann 

A
ccording to legend, roller 
skates proved to be the ideal 
secret weapon to combat a cri-
sis which threatened the U.S. 

Army's war effort in 1944. An experi-
mental computer, dedicated to mathe-
matical computation, was suffering dis-
astrous downtime; the thousands of 
vacuum tubes which comprised its cir-
cuitry had a too-short life expectancy. In-
dividual tube burn-outs kept accumulat-
ing to cause system failures which inter-
fered with program execution. In short, 
the bad tubes couldn't be replaced fast 
enough. The ingenious solution, of course, 
was to hire technicians with a pouch for 
bad tubes and another holding good 
tubes, roller skating down the aisles be-
tween electronics racks, replacing bad 
tubes. Whether or not that story is true, I 
don't know, but at least it illustrates one 
incontestable fact — computers used to 
be pretty big, at least big enough to roller 
skate around inside. Today, the job mar-
ket for such internal technicians is quite 
limited; even the high school vocational 
counselor who advised me to get into 
railroading probably realizes this. 

Along similar lines, and for simi-
lar reasons, audio equipment has been 
shrinking. Digitization means smaller 
parts, smaller parts count, smaller power 
supply requirements, smaller mediums, 
etc. Pretty soon, a scanning electron 
microscope will be standard equipment 
for any technician's tool kit, and anyone 

who does remote recording will need a 
shirt pocket with a buttoned flap. 

It is the question of smaller parts 
which concerns us this month. Speci-
fically, much of the electronics required 
for audio processing is being fabricated 
as integrated circuits. Decreased size is 
only one of many advantages, including 
increased reliability, lower power con-
sumption, and given suitable manufac-
turing volume, tremendously reduced 
cost. This points up the future influence 
which consumer audio products will 
have on professional products; it is 
primarily the high volume of consumer 
sales which will justify the integration 
cost of circuitry, thus the professional's 
digital multitrack recorder will use use 
chips primarily designed for CD players. 

That is the economics of digital design. 
The important point is that all audio pro-
ducts will benefit from increased sophis-
tication of integrated circuitry; complex 
functions will be accomplished with rela-
tively few external parts, in a small 
space, with low cost. Let's look at two ex-
amples of the phenomenon: a noise re-
duction chip, and a time code reader. 

Dolby noise reduction is the fa-
miliar tape hiss suppressant for both pro-
fessional and consumer applications; 
because of its popularity in consumer 
cassette recorders, the analog circuits 
which comprise its design have already 
been candidates for integrated circuit 
fabrication. But with the proliferation of 
portable cassette players, the need for a 
low-voltage chip became apparent. 
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Figure 1. Complete block diagram of low Voltage Dolby B/C IC. 
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M1516A 
GENERAL SPECIFICATIONS 

FREQUENCY RESPONSE + 0, —3dB, 20Hz to 20kHz; + 0, —0.5dB, 30Hz to 15kHz. 

TOTAL HARMONIC DISTORTION (THD)* 
Less than 0.5% @ + 10dB, 20Hz to 20kHz. Less than 0.1% @ +20dB, 50Hz to 20kHz. 

HUM AND NOISE* (20Hz to 20kHz, 150Q source, Input Selector set at "-60") 
— 128dBm Equivalent Input Noise (EIN); 
—95dB residual output noise with all Faders down. 
—73dB PROGRAM OUT (77dB S/N); Master Fader at nominal level & all Input Faders down. 
—64dB PROGRAM OUT (68dB S/N); Master Fader and one Input Fader at nominal level. 
— 73dB MATRIX OUT; Matrix Mix and Master controls at maximum, one PGM Master Fader at nominal level, and all 
Input Faders down. 
—64dB MATRIX OUT (68dB S/N); Matrix Mix and Master controls at maximum, one PGM Master Fader and one 
Input Fader at nominal level. 
— 70dB FB or ECHO OUT; Master level control at nominal level and all FB or ECHO mix controls at minimum level. 
(Pre/Post Sw. @ PRE.) 
—64dB FB or ECHO OUT (68dB S/N); Master level control and one FB or ECHO mix control at nominal level. 
(Pre/Post Sw. @ PRE.) 

MAXIMUM VOLTAGE GAIN (Input Selectors set at "-60" where applicable) 
PROGRAM & MATRIX 84dB; Channel In to the corresponding output. EFFEL1S 20dB; Effects In to PGM Out. 
FB & ECHO 94dB; Channel In to FB/ECHO Out. SUB IN 10dB; Sub In to PGM Out. 

EQUALIZATION ( -±-15dB maximum) 
LOW: 50, 100, 200, 350, 500Hz, shelving. HIGH MID: 1.2, 2, 3.5, 5.7kHz, peaking. 
LOW MID: 250, 350, 500, 700, 1000Hz, peaking. HIGH: 10kHz, shelving. 

HIGH PASS FILTER 18dB/octave rolloff below 80Hz. 

PHANTOM POWER For remote powering of condenser microphones, +40V DC can be switched on via a rear panel 
Master phantom power switch. When an individual Input Phantom switch is also On, voltage is applied to pins 2 and 3 
of that input's balanced XLR connector. 

DIMENSIONS/WEIGHT M1516A 34" W x 36 1/2" D x 14 1/2" H 147 lbs. M1524 55 1/4 " W x 36 3/4" D x 14 1/2" H 213 lbs. 
M1532 55 3/4" W x 36 3/4" D x 14 1/2" H 231 lbs. 

*Measured with a 6dB/octave filter @ I2.47kHz; equivalent to a 20kHz filter with infinite dB/octave attenuation. 

The specs shown are for the 16-channel M1516A console. When you need the same out-
standing performance but more channels, there's the 24-channel M1524 and the 32-channel 
M1532. All three mixers have remote rack-mounted power supplies and are ideal for just about 
any fixed or portable sound reinforcement or broadcast application. 

Of course, all three M1500 consoles have legendary Yamaha quality, reliability and craftsman-
ship. Which explains why you see Yamaha mixers wherever you look. Studios. Concert halls. 
Clubs. Theatres. Churches. We could go on, but you get the message. 

For more information, write: Yamaha International Corporation, Combo Products Division, 
P.O. Box 6600, Buena Park, CA 90622. In Canada, Yamaha Canada Music Ltd., 135 Milner Ave., 
Scarborough, Ont. M1S 3R1. 
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Hence the development of a low-voltage 
Dolby B and C type IC. This chip con-
tains the complete record signal path: a 6 
dB preamplifier, a series of RLC low pass 
filters called the spectral-skewing net-
work (SSN), switching amplifier, high 
level stage (HLS) for 10 dB of noise 
reduction, anti-saturation network 
(ASN), low level stage (LLS) for an addi-
tional 10 dB of noise reduction, over-
shoot suppression (OSS), and summing 
amplifier. For playback, the inverse 
transfer function is obtained by using the 
record path of each of the two stages 
(HLS and LLS) as a feedback path also 
fabricated on the chip. These side chain 
paths contain a control amplifier, detec-
ting circuit, and a variable resistance ele-
ment. All noise reduction mode and type 
switching is accomplished on the chip, 
requiring only the logic commands from 
external switches. A complete block 
diagram is shown in figure one. 

One of the principal challenges 
faced by the designers was the low 
voltage requirement. The noise reduc-
tion chip had to be operational at a 
voltage as low as 1.8 volts, thus, for ex-
ample, no more than two diode drops 
could be in series anywhere in the cir-
cuit. This necessitates the use of multiple 
PNP transistors for level shifting but this 
creates a problem since regular PNPs 
fabricated with planar techniques gener-
ally have low bandwidths. To solve the 
problem, vertical devices were fabricat-
ed which behave like normal PNPs but 
use an NPN-like floating collector. 

The design of the audio signal 
path particularly calls for high band-
width; low DC offset, distortion, and 
noise; and good linearity. A common op 
amp design is used on the chip; it is non-
inverting with a single input stage. The 
input differential pair is modified to ac-
commodate switched inputs, wide com-
mon mode stage, and PNP input stage. 
The design yields 90 dB open loop gain, 
and operates at Vcc = 1 .6 volts. Dolby 
circuits require a control element to 
generate the sliding band characteristics 
of the compander; a variable resistance 
element is used for this purpose. It is 
designed around a transconductance am-
plifier and a current gain cell. This circuit 
has a 60 c1B dynamic range, and operates 
over a wide supply votage range. The 
variable resistance circuit is connected 
to an external filter and to the noise 
reduction amplifier; the output of the 
noise reduction amplifier drives the sum-
ming amplifier and the side chain path. 

The side chain control path 
generates a DC control voltage which 
controls the variable resistance element; 
this feedback path is critical in the Dolby 
design because it effectively determines 
the dynamic and steady state response of 
the system. The LLS and HLS stages are 
about the same except that the LLS does 
not have B-type circuits. The first ele-
ment in the paths is a high pass filter, 
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Figure 2. Function block diagram. 

followed by a full wave rectifier for 
detection. A diode switch provides buf-
fering; its threshold is set to match the 
characteristics of the original B-type cir-
cuit. The signal is then smoothed by an 
integrator with a speed-up circuit to 
shorten the integration time constant for 
large transients. The control signal is 
then buffered, converted to a current, 
and applied to the variable resistance 
element and hence the compander. 
Given some careful circuit design, pay-
ing special attention to the constraints of 

low supply voltage, the result is a com-
plete play/record noise reduction sys-
tem, on a chip. 

It seems like almost no one is do-
ing audio-for-audio anymore; the recog-
nition of the benefits of high fidelity for 
other mediums has spurred tremendous 
interest in audio-for-video, and audio-
for-film. This necessitates the synchroni-
zation of a wide variety of recording and 
playback machines; positional and 
speed lock information has formed a new 
hierarchy of machine control in the 

wireworks by design 
make your system design a reality: 

specify wireworks. 

Wireworks shines in the most 
demanding applications: On 
Broadway in 42nd Street and 
A Chorus Line; on the road 
with ESPN... 

And simplifies the most complex 
installations: Multimillion dollar 
broadcast systems like the PTL 
Barn in North Carolina and Radio 
City Music Hall in New York. 

Wireworks' reputation for excel-
lence is based on utilizing only 
the finest materials and the most 
technologically advanced pro-
duction and testing techniques. 

In addition, our range of nearly 
1,000 standard items provides our 
clients with rapid delivery and an 
unparalleled selection of audio, 
video, and audio/video equipment. 

Wireworks: The system you never 
thought could be built might very 
well be in our inventory — right now 
— just the way you designed it. 

For further information write or call 
Wireworks Professional Audio 
Products. 

Wireworks Corporation 
380 Hillside Avenue 
Hillside, NJ 07205 
Telephone: (201) 686-7400 
Twx: 710-985-4675 
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Figure 3. Time Code Reader Application Circuit. 
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studio. Those more sophisticated post 
production techniques have even con-
vinced many people that good old single 
machine audio tape recording isn't good 
enough anymore — they aren't satisfied 
until all of their audio recorders are lock-
ed together. To obtain simultaneity of 
material recorded on several machines, 
while having to fool with only one set of 
controls, some kind of code chase syn-
chronizer is required. Essentially this a 
device which reads SMPTE time code 
from the master machine and uses the 
motions of the master to cause the slave 
machines to follow along (using their 
own previously recorded time code) in 
terms of stop, play, capstan speed, fast 
modes, etc. Of course, given that degree 
of control it is a relatively simple matter to 
include editing functions to arrive at a full 
fledged edit code synchronizer. 

While all of that sounds simple, 
it isn't. Implementation involves a sur-
prising amount of difficulty in the form of 
cabling, servo tinkering, custom inter-
facing and communications protocol, 
and dedicated hardware. If that sounds 
expensive, you're right. That is, until 
recently. The use of off-the-shelf compu-
ter hardware and more reasonable pro-
tocol has opened up new opportunities 
for synchronization. Another factor is the 
arrival of propietary microcircuits, chips 
specifically designed for synchroniza-
tion purposes. One example is the Otari 
1-0055 SMPTE/EBU time code reader 
integrated circuit. This LSI chip accepts 
buffered longitudinal time code as an in-
put and outputs both 8 bit parallel and 
serial data. The input code may be any-
where from 1/100 times play speed to 

100 times speed, the chip is user selec-
table to output either time code or user 
bits, output indication of internal over/ 
underflow register is permitted as is tape 
direction. The CMOS chip uses a single-
ended five volt power supply, the output 
lines use high-impedance tri-state 
drivers for no-load data buss interfacing, 
and the data outputs are asynchronous 
with the input time code thus data may be 
output at any rate, taking a potential load 
off the CPU. 

A functional block diagram of 
the 1-0055 is shown in figure two. When 
RD is set low, parallel data may be read 
at data outputs DO-D7. INTR signals that 
new data has been stored at the data out-
put buffer, and it is reset when RD is ac-
tivated. The data presented at the data 
output is formed as two groups of four 
bits each, and is selected by AO and Al, 
and the TC/UB (time code/user bits) tog-
gle. When UB is selected (TC/UB is low), 
each group is one user bit group. When 
TC is selected (TC/UB is high), the time 
code and flag bits are output. For AO and 
Al set respectively, the following data is 
output: 0/0 = frames, 1/0 = seconds, 

= minutes, 1/1 = hours. ORE and 
URE signal internal register overflow 
and underflow respectively. SYSCLK is 
the input for the 10 MHz system clock. 
FWD/REV is the tape direction indicator 
(high is forward, low is reverse). SYNC 
outputs a pulse two clock periods wide 
when the time code sync word has been 
completely read. DATA is the NRZ serial 
data output at TI'L level. CLOCK is the 
clock rate output derived from the input 
time code. TIMCD is a longitudinal time 
code input at T'I'L levels. 

Figure three shows a typical ap-
plication for the 1-0055 time code 
reader. The external parts count is 
relatively small; the input time code must 
be buffered, and the reader's data output 
must be put to constructive use via a 
CPU, and that's about it as far as the 
reader is concerned. The system CPU 
can asynchronously access several 
I-0055s for master and slave reading. Of 
course, a reader does not an edit code 
synchronizer make, but it certainly forms 
the nucleus of one. With the addition of a 
resolver, the sync pulses decoded from 
the master time code could be locked to 
those decoded from the slave by control-
ling the slave's capstan motor, and other 
editing functions could be implemented. 
But more importantly, the time code chip 
illustrates the growing clout of audio 
chips. Long gone are the days when an 
audio IC was an op amp with a little 
stable gain. Today, in both analog and 
digital applications, audio ICs are saving 
time and money while augmenting the 
creative possibilities of hardware. 

REFERENCES: 
T.A. Dhuyvetter and J.H. Huijsing, "A 
Dolby B-C Type IC For Low Voltage Ap-
plications," AES Preprint # 2130 (F-6), 
New York, October,1984. 

Tom Sharples, "Concept and Realization 
of a Modular Edit Code Synchronizer," 
AES Preprint #2142 (C-5), New York, 
October, 1984. 

Otani Specifications Sheet, 1-0055 Time 
Code Reader Integrated Circuit, Otan 
Corporation, Belmont, CA. 
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AKG microphones for 
their unique combina-
tion of performance, 
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Suitable for the most 
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ing techniques, 
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THE BUSINESS SIDE OF RECORDING: 

Recording for 
Advertising Agencies 

by Tony Thomas 

Anyone who has attempted to 
make a living in the recording studio 
business realizes, sooner or later, that the 
vicissitudes of the marketplace necessar-
ily dictate that the studio owner or 
manager be as creative as possible in 
locating new sources of revenue — or to 
put it more bluntly — money. One of the 
most overlooked sources of new busi-
ness is also one of the most lucrative: 
your friendly local advertising agency. 
While it's unlikely Madison Avenue will 
beat a path to your door (unless of 
course, you're centrally located in mid-
town Manhattan), it is very likely that 
you'll be able to attract enough business 
from agency row to pay the rent and turn 
a reasonable profit besides. While some 
recording studios have considered 
working with agencies an unnecessary 
foray into the evil empire of commer-
cialism, others consider it their bread 
and butter — with more artistically fulfill-
ing music recording providing the just 
dessert. The fact is, the small to medium-
sized studio that does not seriously con-
sider the advertising agency recording 
market does so at their own risk. 

Breaking into the market 
One of the reasons studios do 

not get involved in recording for agen-
cies is because of the leg-work involved. 
Reaching any new market does require 
some degree of salesmanship, public 
relations and, yes — even advertising. 
Of course, once you develop a track 
record and a reputation for quality, the 

hile some 
recording 

studios have consid-
ered working with 
agencies an unneces-
sary foray into the evil 
empire of commer-
cialism...the small to 
medium-sized studio 
that does not seriously 
consider the advertis-
ing agency recording 
market does so at its 
own risk." 

going gets much, much easier. What is 
the best way to break into the agency 
market? By getting your feet wet in 
advertising recording, of course! (Back 
to the chicken and the egg syndrome) At 
first, it may be difficult to convince an 
agency to avail itself of your facilities. 
However, by offering certain incentives 
such as a discount, a money-back guar-
antee, or even by doing work on specu-
lation (or "on-spec" as they say in the ad 

business), your selling job may be eased 
considerably. 

In some cases, it may be better 
to approach agency principals with your 
sales pitch, but usually you will deal with 
the agency Creative Director, Broadcast 
Producer, Copywriter, or Account Ex-
ecutive. A letter writing campaign, 
coupled with ads in your local yellow 
pages, advertising trade publications 
and newspaper business sections can 
help secure prospective agencies and 
clients. In fact, it might be a good idea to 
barter a block of recording time for the 
services of a local ad agency to develop 
an advertising campaign to reach other 
agencies. After all, who knows what an 
advertising agency looks for in a studio 
better than another advertising agency? 

Phone calls, visits and other 
direct contact are by far the best ways of 
gaining new business. Plan on wearing 
out a few pairs of shoes "beating the 
street." As an alternative, you may con-
sider having an open house/buffet for the 
agencies on your list to get acquainted 
with their creative people and to allow 
you to show off your facility. Once you 
are able to build up a significant number 
of agency credits, then it's time to con-
sider putting together a demo reel of ad-
vertising work that you have done along 
with a rate card/brochure geared to the 
advertising industry which could include 
quotes and anecdotes from satisfied cus-
tomers. A good reputation and a strong 
list of credits — just as in the music 
recording segment of the business — are 
the fastest track to success in agency 
recording. 
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Studio set up 
Setting up the studio to accom-

modate the needs of agencies and their 
clients differs little from music recording. 
Comfortable and pleasant surroundings 
providing the proper "ambience" to fuel 
creativity is almost a necessity. Agency 
people are basically creative types who 
are used to the finest in creature com-
forts. The more you appeal to their sen-
sory apparatus, the more likely you are 
to have a customer for life. Along with 
the proper surroundings, you must also 
have the proper equipment to do the job. 

Many of the studios that appeal 
to agencies are not the megabuck multi-
track monoliths that churn out the 
plethora of platinum permeating our air-
waves, but small, comfortable two, four 
and eight track facilities. You see, except 
for jingles, the average needs of agen-
cies generally call for very few over-
dubs. Some sessions consist of simply a 
voice track or two and a music bed. One 
investment you will have to make is for a 
record library consisting of music beds 
and sound effects. There are companies 
that specialize in providing music and 
sound effects libraries which can in turn 
be licensed for use by agencies and their 
clients. Having such a library on hand 
can be an attractive plus and an added 
selling point. 

For commercials, a turntable, a 

nilany of the studios that appeal to 
agencies are not the megabuck 

multitrack monoliths that churn out the 
plethora of platinum permeating our air-
waves, but small, comfortable, two, four and 
eight track facilities." 

complement of good quality condenser, 
dynamic or ribbon microphones, a small 
to medium-sized console and two and 
four-track tape machines may be all that 
is needed. If you want to do jingles, 
which require several tracks of music 
and vocals, a typical sixteen or twenty-
four track music studio configuration is 
almost essential. Simple jingles with 
no orchestration can sometimes be pro-
duced on a four or eight track machine. 
Generally, a well-equipped music-
oriented recording studio will have most, 
if not all, of the equipment needed to 
meet the needs of the most diqcrimin-
ating agency producer. In fact, ancillary 

cheese. 
Biamp Systems new 24 and 28 

Series Mixing Consoles with 4 and 
8 outputs are the first mixers to 
feature newly developed state-of-
the-art design and construction 
that achieve the performance 
levels of fine studio consoles, but 
in a roadworthy compact size and 
price 

Incorporating many of the new 
Biamp technological innovations, 
the 24 and 28 are the first mixers 
engineered for both multi-track 
and live submaster applications 
Their low noise high slew rate and 
ultra low distortion characteristics 
make them the perfect choice for 
just about every musical style and 
use 

Prices smilingly begin 
at Just $1499. 

FEATURES 

• 4/8 racks - Stereo 8 Mono Bal. Outputs 

• 3 Band EC (sweepable mid range) 
• Stereo Monitors dive or recording) 

• LED. Input Indicators 
• Florescent Metering 

• 100MM Faders and Channel Solo Switch 
• Mk In-Line-In-Tape In-Direct Out 
• 48V Phantom Power - All Inputs 

tarnp 

equipment like digital delay units, flang-
ers, synthesizers and equalizers (all regu-
lar recording studio fare) can come in 
handy for producing the special effects 
often heard in contemporary commer-
cials. Should you decide to produce 
radio programs for syndication then it 
will probably be necessary to have two 
or more turntables, a console with cue 
amplifiers and broadcast-type cart 
machines. 

Interfacing with agency personnel 
The three key words which fa-

cilitate good agency/studio relations are 
SPEED...SPEED...SPEED. The laid back 

BIAMP 24/ 28 - THE FIRST STATE-OF-THE-ART 
STUDIO AND LIVE PERFORMANCE MIXER 

AT A PRICE EVEN YOU CAN SMILE AT! 

For further information inquire to BIAMP, PO. Box 728, Beaverton, Oregon 97075, or phone (503)641-6767 
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atmosphere which sometimes accom-
panies music sessions is a rarity when ad 
agencies come on the scene. Sessions 
often last less than four hours and they 
are exemplary in their efficiency. There 
is very little wasted motion. And for good 
reason. Agencies are spending the cli-
ent's money and are held responsible for 
the results produced by every dime. 
Hence, they are notorious clock watch-
ers — and rightfully so Studios that are 
able to produce "more bang for the 
buck" are held in high esteem. An engi-
neer that is quick on the draw is an asset. 
Lightning fast setups and changes are an 
absolute necessity. Professionalism and 
pleasant demeanor are expected. Flexi-
bility above and beyond the call of duty 
can put you on top of the heap. While 

some may believe such speed can erode 
studio revenue, this is a short-sighted 
view. Advertising is a volume business. 
Commercials quickly become outdated, 
new commercials and jingles are or-
dered, and agencies which serve several 
clients may block-book time in the studio 
on a regular basis to keep up with their 
creative output. In this business, a minute 
saved is a dollar earned. 

Doing it yourself 
Another possibility for gener-

ating revenue for your studio is by 
creating your own production com-
pany. That way, you can hire the an-
nouncers, musicians, actors and other 
talent, write the copy, produce the spot, 
and deliver the finished product to the 
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What Happens When 
A Handful of Hot Pro 

Audio People 
Get Together? 

They acquire a company that for 
years had pioneered major 
developments in the electronic signal 
processing industry 

They combine their knowledge and 
experience and use their expertise in 
engineering, marketing and 
manufacturing. 

They select the best products and 
make them even better 

They develop a company that's on 
target with prompt products for 
today's professional audio needs. 

A commitment to quality, reliability 
and affordability in high technology 
without compromise. 

Applied Research & Technology Inc. 
215 Tremont Street 
Rochester, New York 14608 
(716) 436-2720 

• 19121A DIGITAL REVERB 

• 190 1500 DIGITAL DELAY 

• 1 72 1/3 OCTAVE EQUALIZER 

• 171 DUAL 2/3 OCTAVE EQUALIZER 

• PRO PITCH TRANSPOSER PACKAGE 

agency or even work directly with the 
client. Such companies are always in de-
mand since agencies often cannot keep 
up with the creative needs of every 
client. This is especially true in the areas 
of jingles and comedy-oriented commer-
cials. If you have a good jingle or 
comedy-writer on hand, plus the neces-
sary musicians and/or actors, it is pos-
sible to develop an award winning reper-
toire that could open many agency 
doors. It's a long shot, though, since 
much of the jingle work done nowadays 
is awarded by competitive bidding on a 
speculative basis. This means you may 
be in competition with other production 
houses many hundreds or even thou-
sands of miles away. You really have to 
be good to survive the final rounds of 
such a competitive process. Even so, it is 
a lucrative business, sometimes yielding 
a four to five figure sum for a single 
jingle. 

A word of caution is in order, 
though. Comedy that works in advertis-
ing is a rare commodity indeed. Some of 
the funniest, most memorable, award 
winning, national spots failed to spur 
sales for their sponsors. And in the ad-
vertising business, results are all that mat-
ter. One national client fired their agen-
cies every year or two even though the 
agencies in question pulled in award 
after award for their very funny spots. 
The public and the media loved them as 
they were really entertaining. Sales, 
meanwhile, took a tumble for every ac-
colade received. Needless to say, that 
particular client was not amused. The 
moral to that story: "Be funny at your 
own peril." The best appoach to take 
when contemplating going the produc-
tion company route is to spend some 
time working with an established agency 
creative director, copywriter and pro-
ducer before stepping out on your own. 
That way you will able to build upon a 
track record, rather than starting out as 
an unknown quantity. In addition, you 
will begin to get a feel for what will and 
will not fly in the marketplace. Such an 
education will prove to be invaluable in 
establishing a firm foundation that you 
can build upon. 

The bottom line 
The bottom line is what you will 

be able to add to yours. Time is a 
commodity that loses its value immedi-
ately. Hours left unhooked can never be 
reclaimed. It is up to you, the studio 
owner or manager, to provide the clien-
tele needed to make your studio profit-
able. In this competitive market, this is 
not always as easy as it sounds. Advertis-
ing recording can be the vehicle which 
will add a whole new dimension of profit-
ability to your studio, while yielding 
the possibility of spinning off other 
potentially viable, and equally lucrative, 
endeavors. 
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"Let there be time ." 
A VISION OF THE FUTURE. 

DeltaLab's All New 

CornpuEFFECTROW 
We took our time and did our homework before we decided to introduce a unit with spiffy lights and 
displays. The reason... ? Lights and displays, in and of themselves, do not improve sound quality or 
performance. So, before we could justify it, we made sure that our "new concept" of fancy features 
made a significant contribution to the overall sonic performance. 

The result ... the CompuEFFECTRON. It is the first digital delay unit whose microprocessor actually 
operates directly on the signal in " real time", to create effects once considered impossible. 

Just look at some of what you get! 

• Touch Panel Controls — everything at your finger tips 

• 20kHz Bandwidth at all Delays (up to 1.7 seconds) 

• 128 Preset Programs ( Effects) with instant accessibility 

• Sequence Programming with remote accessibility 

• Record, Play and Repeat with "full" edit capability 

• Over 100-to-1 flange ratio (virtually unlimited) 

Real time processing also allows you to switch from effect to effect with no annoying "glitches" ... 
instantaneously, upon command. And, it is possible to set up a new effect while using another. No 
one else offers such capabilities. The CE 1700 is truly a " vision of the future". 

Hear one for yourself . Visit you local dealer and check it out! 
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Tony Mitchell talks to 

Tracking Sting down to his lunchtime retreat 
within the maze of Shepperton Studios, where he's 
currently filming 'The Bride; proved to be less difficult 
than I'd feared. 
I simply followed the long trail of glitter which led to 

the control room of the recording studio where he's 
doubling as producer for a new band called 'A Bigger 
Splash: 

My initial belief that Sting had succumbed to an 
early seventies fashion kick was dispensed only when I 
learnt that he'd just been filming a glitter party scenefor 
the movie - a romantic version of the Frankenstein 
story said to be more in keeping with Mary Shell Vs 
original story than the Karloffian video nasties we're all 
familiar with. 

And there he was, lounging against the control 
room wall clutching a Fender bass and looking only 
slightly 18th century in ruffle- necked shirt, brocade 
waistcoat and riding breeches. His assistant Danny was 
despatched to make some tea. 

Sting bought his Synclavier just six months ago, 
and like a good novel he's hardly been able to put it 
down since. His enthusiasm for it is impressive - a 
combination of reverence for its technical achievement 
and childlike amazement at the creative possibilities 
he's still discovering. Ask him to sum up its potential 
impact on music making and he'll come up with a 
modest comment such as: 

it's as radical and important an invention as the 
piano was centuries ago" And so, on to the first 
question. 

MITCHELL: 'What was it that first made you think this 
might be the machine for you?' 

STING: It was a sort of dream of mine, when I first 
started to actually write music down on a stave - you 
know it's impossible to read after half an hour - that it 
would be great if everything you played on a keyboard 
immediately transmitted into notation. I was sure one 
day someone would invent it. And one day I was looking 
at some roadie's magazine in America - and there it 
was! The Synclavier did it. 
I was totally over the moon and it was only then that 

I got to find out about all the rest of the functions of this 
amazing machine. And it's great fun, it really is. 

Now its kind of taken over my life It takes a lot of 
technical application which I think is fun, because it's 
about learning something totally new, but there's no 
way you can use it the day you get it' 

. . 
"itS (m radum and 

important an in re ntioil 
as the piano was 
centuries ago" 

MITCHELL: Between hurriedly gulped mouthfuls of 
salad - he went on to explain that he'd become very 
disillusioned with synthesisers and synthesiser bands 
"because they all sound exactly the same: and because 
he was inspired to write music by the sound an 
instrument makes, he was always trying new 
instruments, and that the synthesiser element of the 
Synclavier had "this wonderful range of warm, organic, 
rich sound which makes me want to play with it' 

And with the computer, he says, you have a system 
which allows you "to compose beyond the limitations of 
your physical skill - in fact beyond the limitations of 
anwne's physical skill!' 

STING: "Another thing is that I've never worked with an 
orchestra before it would be a very expensive 
experiment for anyone to hire an orchestra for the day 

to see what happened. But with the Syndavier I have an 
orchestra at my fingertips!" 

MITCHELL: it that sounds a mite indulgent then don't 
think Sting isn't aware of it. He knows devices like the 
Syndavier are often branded as rich men's toys but the 
integral facilities and the constant updating process 
initiated by the Syndaviees designers convinced him 
that it would be a very sound investment 

STING: "It's almost the resps2n5jblity of those with 
enough bucks to invest in this kind of thing. It's like, the 
only people who could afford orchestras in the days of 
Mozart and Beethoven were the crown princes of 
Europe. And us rockstars 'ave taken over from that I 
see myself asa kind of Medici of the Arts in the1980's - 
know what I mean?' (ha-ha) 

"One interesting.frature 
of the Synclarier 
is that it translates 

tempo to frame time" 

MITCHELL: «Has your experience with the Syndavier 
turned you on to computing generally?' 

STING: «No - I'm not really into home economics!" 

MITCHELL: "You don't feel the need to have a machine 
that'll address a lot of envelopes for you?' 

STING: «No, I've got Danny to do that!" 

MITCHELL: "Can you use the computer for anything 
else?' 

STING: 'Well there's a floppy disc floating around 
somewhere, so you could do your accounts on it, in 
between scoring something" 

MITCHELL: Stifling an inclination to say what a good 
idea it was to have a musical instrument that can tell 
you how much you've got left in the bank after you've 
paid for it, I moved on instead to raise with Sting one of 
the criticisms which is sometimes voiced against the 
Syndavier - its restriction, on the digital sampling side, 
to monophonic sampling. 

STING: «Yes, monophonic sampling. That might be a 
temporary disadvantage but polyphonic sampling is 
only a short time away. In the meantime, if you want er, 
a chord of milk bottles breaking or something, you can 
do it with a tape machine" 

MITCHELL: "One application of the Synclavier that's 
bound to appeal to a man with tandem careers as an 
actor and musician is in the creation of film scores. Had 
that opportunity presented itself yet?' 

STING: 'Well I've been asked to do the music for this 
film. And one interesting feature of th e Synclavier is that 
it translates tempo to frame time. You could have 
written a piece of music that lasted 30 seconds to fit a 
scene exactly, then the director says he's gonna cut a bit 
or add a bit to it, and you're stumped. What do you do? 
You either cut a bit off the music or re-record it But with 
the Syndavier you just punch the relevant keys and the 
music is translated through frame time into the right 
length, either shortening minutely each note or 
lengthening it And that is... outrageous! 
I also like the idea that I can play something on the 
keyboard, record it on the memory recorder then 
translate it to screen editor so it comes up as computer 
language, and then you can perfect it Using the integral 
recorder is so quick, you can try out things with 
different voices so quickly. And once polyphonic 
sampling comes in, you won't need a studio at all, you'll 
just need a Syndavier. You'll be able to make a record 
without using tape!' 

Authorized Distributors Atlanta Songbird Studios 404/351-5955 Boston Syntone Inc. 617/2674137 Dallas Lightning Music & Sound Inc. 214/387-1198 Israel Syntron Ltd 51 Ben-Zvi Blvd, Ramat-Gan 
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MITCHELL: Not surprisingly, Sting has no qualms at all 
about using the device on stage with the Police — he 
thinks it will be great fun. But I wondered if he'd 
embarked on a sampling programme, perhaps walking 
around Hampstead or jogging to the studio each 
morning, to equip himself with new and unique sounds 
for that purpose. 

STING: "I haven't had that much time, to be honest. I'm 
quite interested in things I haven't got around the 
house, like timpani, cymbals or a snare drum. You can 
just hire them for the day, mess around with them and 
you've got the full range of what they can do at your 
fingertips" 

MITCHELL: "Do you have the Synclavier in a music 
room at home?" 

STING: "No, I have it in my bedroom. As I crawl out of 
bed in the morning, I turn it on, I plonk away, and if I hit a 
good chord, I carry on, and if I don't...1 have breakfast. 

Actually we haven't talked about the resynthesis 
angle, which is quite new. It basically records a sound 
and it comes out as a spectral display, a waveform. You 
can increase the intensity of it and copy it. You can do as 
many as 54 sections of that wave, so resynthesis is 
actually very, very close...and as a learning device, it's 
a wonderful way of finding out how sound is 
constructed. 1 haven't written any music lately, I've just 
been doing spectral displays!" 

MITCHELL: "But getting back to your disillusionment 
with synthesiser music because it all sounds the same; 
don't you think there's evidence that exactly the same 
thing is happening even with these sophisticated 
sampling devices? Isn't everyone using them to make 
the same kind of records at the moment?" 

"You can compose beyond 
the limitations of 

your physical skill- in 
fact beyond anyones' 

physical skill" 

STING: "That's really where you have to bring back the 
human element When the electric guitar was invented 
you had the same sort of thing — Oh God, everybody's 
going to sound the same. So you wait for the Bert 
Weedons to come along and show the way. You can't 
replace human beings. Its just gonna be different. 

At the moment anybody can do it Everybody 
thinks they can make a David Bowie record. It's time 
something new happened and that's why someone is 
going to have to take it somewhere else" 

MITCHELL: "That's got a lot to do with current record 
industry attitudes — they 'sign up some haircuts and get 
a producer in to do the rest' syndrome" 

STING: "Listen, I was signed up on the strength of my 
haircut. I mean, let's call a spade a spade" 
MITCHELL: "I know, but you had other qualities as 
well 

STING: "Tight trousers" 

For more information or a personal demonstration, please call 
New England Digital or one of our authorized distributors: 

New England Digital White River Jct. VT 802295-5800 
Los Angeles New England Digital 213 651-4016 
New York Digital Sound Inc 212977-4510 

e 

Synclavier 
DiGITAL MUSIC SYSTEM 

new england digital Ci
rc

le
 a
 0
1
5
 o
n 
R
e
a
d
e
r
 S
er
vi
ce
 C
a
r
d
 

London Turnkey 202-4366 Montreal Digital Music Systems 514,28A-009 Toronto Gerr Electra Acoustics Ltd 416868-2518 Synclavinr is a registered trademark of N E D Corp Copyright 1985 N E.D 

Advertisement 



MIDSTREAM 
by Roger Powell 

Unless you have 
spent the last cou-
ple of years in 
musical hiberna-
tion, you proba-
bly have ohcerved 
some curious ac-
tivity unfolding in 
the synthesizer 
jungle. We're not 
talking about the 
flood of new key-
boards being re-
leased by the 
world's electronic 
instrument mak-
ers—a ritual prac-
ticed with such 
fervor as to be-
wilder even a 
confirmed synth 
fanatic—no, the 
new game in town is called "MIDI" 
complete with a fresh set of rules 
and rewards for the players. The letters 
stand for "Musical Instrument Digital In-
terface," a rather faceless banner which 
hints only broadly at the rich musical po-
tential that MIDI offers. In providing the 
hardware and software guidelines by 
which instruments from different manu-
facturers may be inter-connected as well 
as interfaced to personal computers. 
MIDI has assured itself a prominent role 
in the production of contemporary 
music with real power for both compos-
ers and performers. In this article, we'll 
take a quick look at the background of 
MIDI, its current usage and directions for 
the future of music data communications. 

There are several reasons why 
MIDI was conceived in the first place, 
most of them centered around extending 
the flexibility of keyboard synthesizers in 
recording or performing situations. As 
the number of diverse keyboard instru-
ments in a performer's arsenal begins to 
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reach the totem-pole stage, the realiza-
tion ultimately occurs that one has only 
two hands and therefore only two physi-
cal key manuals are needed at most! In 
many situations, one long (five or six oc-
tave) manual could be used given the 
ability to program key "split" points for 
assignment to separate tone colors. MIDI 
is the solution, allowing the sound gener-
ating electronics to be neatly sub-pack-
aged and absorbed into the studio/stage 
racks which the performer operates by 
remote control. Creative use of control 
room or stage space is enhanced by this 
concept and it's also attractive financially 
via the elimination of redundant, expen-
sive keyswitch assemblies. Hopefully, 
these savings will be passed on to 
the consumer! 

Some readers may ask why all 
the fuss about access to internal "soft-
ware" since instruments are usually de-
signed to hide the operating system from 
the user. The software encoded on 
EPROMs inside the instrument is respon-

sible for reading 
the performer's 
key depressions 
and front-panel 
movements and 
translating those 
gestures into con-
trols for the sound 
generating mod-
ules. Modem key-
board synths 
sport microcom-
puter systems that 
perform all the 
wonderful house-
keeping functions 
we now depend 
on, including: 
storage of hun-
dreds of preset 
voices on-line, in-
stant patch edit-
ing, saving of 
voice banks to 
disk or tape, etc. 
MIDI acts as a tel-

ephone network enabling conversation 
between computers and instruments that 
speak its peculiar dialect of music. Once 
the hook-up is established, it's possible 
(and desirable) to re-program the func-
tions of the MIDI-linked devices to as-
sume new configurations—dynamic re-
patch, essentially. Of course, with a 
hard-disk equipped computer, the libra-
ry of stockpiled patches of sound tex-
tures instantly accessible may reach epic 
proportions and cause occasional de-
tours of musical activity into database 
management. 

From the hardware standpoint, 
implementing a MIDI system is compara-
tively routine if you're familiar with serial 
communications protocol used for trans-
ferring information between non-musi-
cal computers such as the ones that keep 
tabs on your car loan payments. In order 
to simplify the sharing of information 
among various computers in, say, a 
large bank, a scheme is used whereby 
big chunks of data are sent out in little bits 
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Bob Margouleff 
on Synthesizers 
in Production 

by Armand E. St. Martin 

Bob Margouleff began work-
ing with synthesizers in 1967 with the . 
Moog 3. He became the resident syn-
thesist at the then new Media Sound, 
in New York in 1971. Doing mostly 
commercials at this studio left the 
evenings free. With his former part-
ner, Malcolm Cecil, Margouleff be-
gan experimenting in the spare time 
with their 24 oscillator, five keyboard 
synth, and created the first attempt at 
real-time performance of electronic 
music. From these experiments came 
"TONTO's Expanding Head Band," 
TONTO being an acronym for "The 
Original Neo-Timbral Orchestra." 
Herbie Mann brought TONTO to At-
lantic Records, and a year and a half 
later Bob and Malcolm met and be-
gan working with Stevie Wonder, go-
ing on to become involved in the pro-
duction of some of Stevie's greatest 
achievements (Talking Book, Innervi-
sions, Fulfillingness First Finale). Bob 
also produced a Devo album and their 
big hit "Whip It." He is not only a pro-
ducer, but an eloquent and thoughtful 
philosopher of music, sound, acous-
tics, and psychoacoustics. 

Margouleff has been in-
timately involved in the evolution of 
the use of synthesizers in pop music. 
In the early days, "People thought I 
was some kind of mad scientist. Peo-
ple are are very wary of something 
new. The more established people 
tend to resist change. The first sounds 
used in synthesizers were imitations of 
real sounds. But a synthesizer is really 
meant for creating new sounds from 
moving electrons, not a plastic copy 
of an acoustic instrument. For me, 
electronic music really helps to set the 
scene, to feel the space, the setting of 
the song. With synthesizers you can 
create a sense of atmosphere, mood." 

"I don't like to use sounds 
that come stock from the factory," he 
continues, "I like to tailor, and see that 
the band tailors every sound to the 
track, to the meaning of the song. Be-
fore, as a musician, you settled on 
one, or several, specific instruments 
to create mood — like for something 
very quiet, you might use violins, gut 
guitar, and flute. With synths you are 
constantly creating new instruments. 
In electronic music, before you de-
cide what the instrument is going to 
play, you have to decide what it is go-
ing to be." 
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sequentially over a pair of wires from one 
computer to another. This is naturally 
slower than a system that sends a whole 
chunk all at once (parallel transfer), how-
ever, the circuitry is much simpler for the 
serial transmission method. The tech-
nique, known as "RS-232 serial," is also 
significant because of its use in telephone 
links between remote computers. 

On the surface all appears 
smooth, but MIDI adds a twist to the sim-
ple serial interface. It would have been 
so convenient if the rate at which musical 
data passes through MIDI had been 
matched to the speeds of the IEEE 
RS-232 standard; unfortunately, this was 
considered and rejected by the MIDI 
standards committee owing to the tight 

time requirements of musical events. A 
non-standard, higher rate of 31,250 
bits/sec was substituted. Even at this rate, 
circumstances can arise involving multi-
ple instruments playing lots of notes 
where time-lags will be objectionable, 
but in normal practice uniting several in-
struments should cause no problems. Ex-
tra MIDI hardware could be stacked to 
maintain several independent transmis-
sion lines, but then instruments not on the 
same line could communicate only 
through the host computer. It's still early 
and we await more sophisticated systems 
that address the data bandwidth problem. 

Historically, MIDI has been de-
veloping since about 1981, several years 
after the introduction of microprocessor-
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controlled synthesizers such as the Pro-
phet-5 and Oberheim OB series poly-
phonic keyboards. Dave Smith of Se-
quential Circuits, after consulting with 
American and Japanese manufacturers, 
presented a proposal to the Audio Engi-
neering Society Convention in the fall of 
1981. The theme of the paper was the de-
sign of a "Universal Synthesizer Inter-
face" and it spurred a subsequent round 
of meetings among manufacturers to blue-
print the concept of MIDI. It took a cou-
ple of years to settle the myriad matters of 
protocol until August of 1983 an initial 
"standard" was finally released and key-
boards began busily talking to each other. 
Since then, the International MIDI Asso-
ciation has formed, operating as a clear-
ing-house for MIDI-related news and offi-
cial source for the current specifications. 
The International MIDI Association can 
be reached at 8426 Vine Valley Drive, 
Sun Valley, CA 91342. 

A performer has many options 
when deciding how to route the MIDI 
cabling among instruments to achieve a 
desired musical intent. Each instrument 
in the ring is equipped, or should be, 
with three MIDI connectors: MIDI In, 
MIDI Out and MIDI Thru. Musical note 
data in the form of key depression data 
are sent from the instrument being 
played out the MIDI Out connector, 
received from other transmitting in-
struments at MIDI In, and passed on to 
others in the chain, or "multed" via the 
MIDI Thru. 

A typical set-up might consist of 
one master or host keyboard controller 
and a handful of other synths, either 
sound modules alone or integrated with 
a keyswitch manual. When a note is 
played on the host, the numbers of the 
key switches depressed are sent (almost) 
simultaneously to the slave synthesizers 
who respond as if being played on their 
own keyboards (if they have one). This 
arrangement proves useful in building 
the dynamics of a keyboard part through-
out a song or composition by playing the 
host keyboard during the richer parts of 
the arrangement and dropping to the 
single sound of one of the slave, local 
keyboards for a change of texture. 

At this point, I must mention that 
everything said here applies to devices 
other than keyboard synthesizers—pop-
ular items like digital drum machines and 
even lighting consoles are now also 
MIDI -fled easing their incorporation into 
a unified system. Composition and 
sound data may be centralized on disk-
ette. This is alluring not only because of 
the taken-for-granted retrieval speed ad-
vantage over cassette storage, but is also 
preferable to the restriction of having to 
keep separate files for drum machine 
and keyboard sequencer data, an obsta-
cle generated by gear not designed as 
part of an overall system. 
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It seems that we have reached a 
hardware plateau of sorts; certainly new 
instruments will continue to be devel-
oped by the Rolands and Yamahas of this 
world, but the challenge is clearly in the 
software arena. We presently enjoy a ter-
rific array of sounds emanating from in-
struments making musical waveforms by 
one of three methods: sound sampling, 
analog synthesis and digital synthesis. 
Each category is supported by a grow-
ing number of products and represents a 
distinct approach resulting in three 
recognizable classes of contemporary, 
electro-acoustic sounds. It's natural to 
expect these means to be employed with 
greater fidelity in future instruments, 
however, we must also move forward on 
the frontiers of composition, sound 
editing (orchestration) and music educa-
tion. This is the task of properly designed 
software running on a host of personal 
computers. 

A newcomer will undoubtedly 
find it no picnic to track the maze of MIDI-
related products being pitched at the un-
suspecting musician. One must simply 
use consumer-sense and take a little time 
to learn about the target item before 
draining any major cash reserves. If 
you're just starting to piece together a 
whole system or looking for a computer 
to base a system around, you should 

Author Roger Powell, while perhaps 
best known as the synthesist with Todd 
Rundgren's Utopia over the past dec-
ade, also has considerable talents in 
other areas including: music composi-
tion and scoring (his 1978 Air Pocket 
solo album was named the best key-
board album of the year by Keyboard 
magazine's reader poll); musical in-
strument design and consultation for 
ARP, Moog, and his own inventions 
such as the Probe and Databoy; audio 
engineering (dating back to Joe South's 
1969 hit single ' Games People Play"); 
and his current position as director of 
product development for Cherry Lane 
Technologies in Port Chester, NY, a 
division of music publishing giant 
Cherry Lane Music. 

probably consider locating the proper 
software for your application first, then 
purchase the most appropriate comput-
er that can run your chosen software. 
Software for MIDI operations exists for 
distinct musical purposes, such as pack-
ages like PRO-DX from Yamaha that runs 
on the Apple offering voice-edit capabil-
ity for the DX-7 and DX-9 keyboards. 
Similar voice-editors for other manufac-
turers' products are expected soon in ad-
dition to a wave of sequencer or note-

storage/playback programs running on 
everything from Commodore 64s to 
IBM PCs. I have jumped into the fray 
myself with a block-structured composi-
tion system called "Texture" whose basis 
I'll touch on in a moment. Computers 
should be judged according to memory 
capacity, speed and ease-of-expansion, 
as well as price. After all, you'll even-
tually want your system to do more 
things than may have been envisioned at 
first, so it's wise to plan ahead. 
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Whatever computer, keyboards 
and other MIDI devices you might have 
around, you'll still need the interface that 
plugs into the computer allowing it to 
chat with the synthesizers. At the mo-
ment, these interfaces are usually tied to 
the software and are sold as a package 
with the promise that more software will 
be coming later from that company to 
support your investment in the hard-
ware. This permits all future programs or 
improvements to be used instantly with-
out a hardware swap. As I write this, 
there are several choices for MIDI inter-
face hardware: Passport Systems with 
their popular board for the Apple; Ro-
land with the MPU-401 available for Ap-
ple, IBM and rumors of others (PCjr 
Macintosh ); Cherry Lane Technologies 
with the JMS system for Commodore; 
SCI with Commodore product and Hy-
brid Arts also with a Commodore sys-
tem. All of these items have specific soft-
ware already available and new pro-

grams are evolving rapidly, many from 
third-party developers outside the man-
ufacturers. In fact, traditional music pub-
lishers such as Cherry Lane Music and 
Sight and Sound are getting involved in 
software distribution drawing from their 
extensive database of composition 
licenses. MIDI-encoded diskettes of cata-
logued music will provide a great deal of 
pleasure and a means of education dur-
ing the coming years as the cost of a 
computer-based, multi-voice MIDI sys-
tem sinks low enough to insure installa-
tion in the homes of amateur musicians 
and average families usually prevented 
from owning such equipment. 

This form of music recording 
and playback could supplant, if we use a 
little imagination, the functions of a rec-
ord player or cassette, allowing you to 
remix your favorite instrumental albums 
to suit your taste or play "music-minus-
one" with professional accompaniment. 
Add to this a flexible composition pro-
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gram and you've just been handed a tool 
Bach would have drooled over. 

Software for arrangers and 
composers at this stage falls into two 
areas: one is oriented around a linear 
tape recorder model and the other more 
closely follows the "pattern/song" modes 
found in stand-alone programmable se-
quencers or drum machines. With the 
linear mode, the user is presented with a 
blank length of "tape" and can record 
event data on several tracks. Each track 
will generally be connected to a single, 
polyphonic MIDI instrument so the pro-
cess has definite similarities to normal 
multi-track studio techniques. This pro-
cess is good for preserving performances 
of talented musicians and for recording 
pre-composed material; it may be diffi-
cult, however, to manipulate ideas at the 
composition stage unless a refined set of 
cut-and-paste operations are provided 
in the program. The other approach is 
modular, allowing the creation of 
segments of finite length which are ulti-
mately strung together to produce a 
seamless piece. This technique has many 
advantages in the editing department 
which will be useful to composers and ar-
rangers but may not be suitable for real-
time performance documentation of 
long keyboard solos, for instance. Either 
method is usually accompanied in the 
program by transposition, punch-in and 
-out, and file saving and loading func-
tions. The more expensive programs 
may attempt to emulate the remarkable 
music printing option of New England 
Digital's Synclavier, certainly a goal 
that's desirable, albeit an ambitious one 
to realize on a personal computer. Tape 
sync of the MIDI clock information is also 
provided with most packages to allow 
multi-track composition using fewer 
source synthesizers. SMPTE/MIDI inter-
faces and software are just beginning to 
surface but will become more important, 
especially for film work, as MIDI ripens 
into maturity. 

My own program, Texture, is 
designed to run on both the IBM PC and 
Apple II with the addition of a Roland 
MPU-401 interface. The nice thing about 
the Roland interface is its availability on a 
variety of computers. This means that, 
with the suitable programming tools, I 
can write the program once and have it 
run on totally different machines! The 
MPU-401 is also being supported by 
several developers which means that 
there will be a variety of software to 
employ with it. Roland has also taken a 
lead in pinning down some standards for 
MIDI diskette files so that programs from 
miscellaneous manufacturers can read 
each other's files. In Texture, for exam-
ple, you could create a series of patterns 
that could be processed later by a music 
printing program, or included in a 
keyboard training program. The modu-

38 MIX VOL. 9, NO.2 



—FROM PAGE 35, MARGOULEFF 

In production, Margouleff 
demands a great deal of conscious-
ness directed towards the blending of 
various synths together for the opti-
mum effect. He will mix several of the 
instruments together to "trick and 
tease the ear," for example, using a 
Yamaha DX1 for celli, and Jupiter-8s 
and a Crumar string ensemble for the 
middle and high strings. 

Margouleff has recently com-
pleted producing a new group for 
Epic Records called Bang Bang. "In 
this particular band," he says, "we are 
using the synthesizers to create these 
large washes of color, of atmosphere 
and space. There is no lead synthesiz-
er playing in Bang Bang — almost a 
very stylized, formal use of the synths 
in a very specific way." 

Margouleff has specific vi-
sions for the future in synthesis and 
electronic music, dating back to his 
roots with TONTO. "In 1978, Mal-
colm and I were experimenting with 
more than one person playing the 
same instrument at the same time, 
plus the instrument playing itself. We 
had a master tuning buss that modu-
lated the entire 16 oscillators up and 
down in pitch. We would have a com-
puter, an EMS-256, transposing the 
whole synthesizer in set patterns that 
would follow the bass line of the song. 
The clock was also running a rhythm 
pattern that involved a lot of the se-
quential programs. On top of that, if I 
wanted to play a string pad in C ma-
jor, and bass went, for example, to G, 
I would then be playing in G major. 
So, in theory, if I only played on the 
white keys, and the rest of the instru-
ment was transposing along with the 
bass line, I would never be playing in 
the wrong key and I would get incred-
ible string colors." 

Margouleff sees the synthesi-
zer expanding conceptually: "What-
ever the medium for each individual 
sound source, whether blown, struck, 
beaten, strummed, whatever, they 
will all interface through a central 
computer, or other device, and ac-
tually affect what the others are play-
ing as they are being played. 

"Nowadays, we are sort of 
dependent on the technology itself; 
it's a part of the performance. It ena-
bles us [in the studio] to re-arrange the 
perspectives of what we are hearing. 
Here at Crystal [Crystal Sound of 
Hollywood, CA, of which Bob is now 
the owner and operator] we have be-
gun to use our very large control 
room, particularly with synthesizer-
oriented music, as a 'windowless stu-
dio,' set up so that the engineer, must-
dans, controls, instruments, producer, 
and practically everything involved 
are as one in the same space." 

lar concept extends admirably to soft-
ware as well. 

In the end (if there is one), the 
MIDI system user will probably have a 
software tool kit of several programs, 
each optimized to perform a particular 
chore in the production of music—say, a 
program for composing and editing, one 
for voicing various synthesizers, another 
for formatting and printing of sheet 
music, and others for musical education 
applications like sight-singing, using 
MIDI-speaking pitch-recognition de-
vices. That sizzling sound you hear in the 
background is just the fuse being lit—it 
won't be long before we see an explosion 
of software covering all stages of music 

creation. Sounds pretty colorful, eh? 
Maybe we should stick around for the 
fireworks. 
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ADVANCED MEDIA SYSTEMS 
PUGET SOUND AUDIO 
METRO MOBILE LOCATION RCDG 
LOMA RANCH STUDIOS 
A&R RECORDING SERVICES 
TRINITY BROADCASTING NETWORK 
KCRVV-FM 
KWGN-TV 
KNAC-FM 
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28x24 S- II 

THEIR FUTURE IS CLEAR! 
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For over six years, Neetek West has been assisting 

people like these in making NEOTEK audio consoles a part 
of their success. While other consoles claim superlative 
audio, NEOTEK consoles have consistently delivered unsur-
passed audio quality and flexibility. 

If you haven't yet auditioned a NEOTEK, please call us for 
a demonstration, and start on your own "success story!' 

NEOTEK WEST 
4007 West 6th Street, Los Angeles, CA 90020 • ( 213) 387 7999 

SALES ANO SERVICE OF NEOTEK CONSOLES 
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WHY BOB MOOG STANDS 
BEHIND THE KURZWEIL 250. 

In the field of electronic sound synthesis, Robert Moog's authority 
is well documented. 
So we were flattered when he said of the Kurzweil 250: " It combines 

the richness of acoustic sound with the programmability of an 
advanced digital synthesizer." 

It's precisely this unprecedented combination of sound quality and 
programming features that has led Bob Moog to pay Kurzweil the 
ultimate compliment: He has joined the company as Chief Scientist. 

YOU CAN'T TELL THE DIFFERENCE. 
BUT THAT'S ONLY HALF THE STORY. 

By now it's well known the Kurzweil 250 is the first digital synthe-
sizer to accurately reproduce the sound quality and dynamic range 
of any acoustic instrument—even a $35,000 concert grand. 
What may not be as well known is the Kurzweil 250's extraordinary 

programmability. 
Chorusing, vibrato, tremolo, pitch bend, layering and transposition 

all come standard in the Kurzweil 250. 
Its 256-stage envelope generator lets you define each segment's 

type, limit and playback rate. Its 12 user-assignable LFOs give 
you three different triangle and square waves and six different 
sawtooth waves. 

In the base unit you get four types of stereo chorusing; variable 
brightness control; timbre shift and four other transposition modes 
to help you get exactly the sound you want. 
The Kurzweil 250 comes with a 12-track polyphonic sequencer, 

16-channel user-assignable MIDI interface, and 30 resident voices 
—expandable to 60 with our optional Sound Blocks. Or you can 
sample your own sounds with our Contoured Sound Modelinr 
option, and store them off-line on Apple Macintosh* discs. 
The sampling rate is variable with up to 100 seconds of recording 

time, and control functions such as trimming, looping, tuning, and 
amplitude adjustment combine with our internal companding soft-
ware to deliver the best sound possible. 

If all this sounds hard to believe, let us send you a demonstration 
cassette or compact disc at a nominal charge. Just call us toll-free 
at 1-800-447-2245. 
Then you'll know for sure, the Kurzweil 250 is not only a great 

piano. It's an incredible synthesizer. 
Which, of course, is what Bob Moog has known all along. 

KURZWEIL  
YOU CAN'T TELL THE DIFFERENCE. 

A digital recording on compact 
disc or cassette is available. 

See Us at NAMM Booth # 1346 
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could only 
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by Brooke Sheffield Comer 
During the past decade, touring 

has evolved into a highly specialized 
art. Fifteen years ago when Blood, 
Sweat (St Tears went on the road, their 
crew consisted of a road manager and 
two roadies, and the weekly budget, 
according to guitarist Steve Katz, to-
taled $20,000. Today, with the advent 
of computer technology and a demand 
for exotic visual effects, a major tour is 
virtually a corporation on wheels. An 
act the size of Billy Joel travels with a 
crew of at least 35, including a tour 
manager, and assistant tour manager, a 
tour accountant, a production mana-
ger, technicians, sound engineers, set 
designers and assistants. Tour accoun-
tant Neil Quateman estimates the week-
ly cost of a major tour today to run 
from $ 125,000 to $250,000. 

"Factors such as travel, produc-
tion, and venue costs are largely what 
has affected the costs of a band on the 
road today," says Quateman. 'The 
sophistication of the industry has 
changed dramatically in 15 years." 
Quateman's job didn't even exist then. 
Touring has become an art so recently 
that its many facets are still evolving. 
The tour manager coordinates each 
facet into a main scheme, a whole pic-
ture. A successful tour depends on the 
careful integration of these facets. 

Tour manager Harry Sandler 
epitomizes the qualities it takes to run a 
major tour. When an airport is fogged 
in, or a hotel suite is too small, it takes a 
special temperament to placate a high-
strung star and a crew. Although he 
can't explain how he acquired it, Harry 
Sandler is sure of one thing: Without an 
even temper and a resourceful nature, 
he would not be where he is today, one 
of the most sought after tour managers 
in the business. "What I always wanted 
to do was take charge, and make deci-
sions," he says. "I was always looking 

for something different. Being a tour 
manager is a very regimented job; you 
have to take one attitude with 
everybody. Being in the army helped, 
watching one person move large 
groups around. It's become a natural 
thing for me." Sandler worked as a 
rock photographer, sound mart and 
road manager before filling in for 
Bruce Springsteen's tour manager in 
1980. He went on to manage tours for 
Stevie Nicks, Billy Joel, and most 
recently, for the Big Apple Circus. 

Harry Sandler, 
Tour Manager 
Mix: Who decides what route the tour 
will take? 
Sandler: Sometimes the manager and 
the agent route the tour, and it works 
out fine. I deal with the agent to make 
sure the route will work. Since they 
don't go out on the road all the time, 
there may be a problem they don't 
know about, like a highway that's not 
really fast enough to make it on time. 
The booking agent starts booking the 
halls long before I get involved. This 
has to be done so we know the route. 
Then the booking agent comes to me 
with what he has, and the manager 
gets involved. He'll say "keep two days 
off after PhiIly in case we sell-out the 
first show and add a second show, so 
things don't back up into each other." 
Some agents work with so many bands 
that they forget these details. After the 
halls are booked and the tour is routed, 
I get together with the production 
manager and hire the crew and make 
sure everybody's salary is locked in. 

Mix: Are you responsible for hiring the 
crew? What input does the production 
manager have? 
Sandler: The production manager 
wants to have his own production peo-

ple working. We're pretty equal in the 
hiring process though. I'd rather have 
someone who's not so good but fits in 
rather than someone with an ego prob-
lem, or a drug problem, even if that 
person can do a great job. I mostly 
watch the personalities. I like to work 
with people who are unknown, be-
cause they'll work really hard to get 
somewhere and they won't have years 
of bad habits. This is where my instinct 
comes into play. Sometimes I hire peo-
ple who've never been on the road 
before. On Billy Joel's tour, I hired a 
stockbrocker trainee from PhiIly, and 
he did a great job. He's still on the 
road. A good crew person should have 
a lot of loyalty. Technical people have 
to know what they're doing, but valets, 
assistants, people that don't need a 
specific skill are friends that get 
recruited. But loyalty's the key. 

Mix: After you hire the crew what is 
your next step? 
Sandler: There are always decisions to 
be made, and I make them. The pro-
duction manager gives some input, 
especially into the routing, since he's 
out there with the trucks. But if the 
route can't be changed, and there's a 
problem getting from point A to point 
B in time, he has to cope with it. He 
can bring in extra drivers, and drive 
constantly, maybe for 10 hours without 
stopping. He has to find ways to drive 
as far as possible in the least amount of 
time. When he gets to the rehearsal 
hall, he has to make sure the players 
have their instruments, enough strings 
and picks and things. The only time I 
have to make any decisions is if it's a 
question of whether to buy an amp or 
rent one. You ask the tour accountant 
and he figures that out. A tour account-
ant can be hired for the tour, or he can 
work with the artist's management. It's 
different with every tour. I've ended up 
hiring everybody at one time or 
another. Sometimes a band will come 
with one guitar player and I've hired 
the rest of the band. If no one hires a 
sound company, I ask the sound 
engineer who he wants to use, and go 
make the best deal. If he picks a sub-
par company, I'll try to add some in-
put. I never tell him what to do, 
because it's not my gig to do sound. I 
just point out what I think might be bet-
ter. Then I contact the promoters in 
each city, and tell them what we need. 

Mix: Who takes care of ticket arrange-
ments? 
Sandler: I get the seating charts for 
each venue and write letters to each 
promoter in each city, saying "hold this 
space for the mixer, don't hold 
anything here," etc. In some cases we 
cut off the back of the house and those 
tickets can't go on sale until the rest of 
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Brush 
reconditioning 
adds new 
life to your 
magnetic 
heads... 
at one-third the 
replacement 
cost! 
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The First Name In 
IV Magnetic Heeds. 
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Brush, the first name in new 
magnetic heads, is also the first 
name in reconditioned heads. 

Brush reconditioned heads typically 
double or even triple their original life, 
and the cost is only a fraction of the 

replacement cost. 
Brush reconditioning is fast, too, usually 
within 24 hours. Forty years experience 

in manufacturing and reconditioning heads 
assures you of quality that equals or exceeds 

original specifications, and we will evaluate 
your worn heads....at no charge. 

Call toll free for more details. 

/mum/ 1-870170.-228336-.05636121 

Third & Reagan Sts. 
P.O. Box 638 

Sunbury, PA 17801 

QUIET... PROGRAM EQUALIZATION 

2 Channel Octave Band Graphic Equalizer 

L-C ACTIVE 4100A 
The model 4100A features Active, Inductor-Capacitor 
(L-C) Tuned Filters. The resonant frequency of each 
filter is derived PASSIVELY by a Tuned L-C Pair. This 
drastically reduces the number of active devices nec-
essary to build a Ten Band Graphic Equalizer. Only 
seven operational amplifiers are in each channel's sig-
nal path: THREE in the differential amplifier input; 
TWO for filter summation; ONE for input level control; 
ONE for the output buffer. The result . . . te LOWEST 
"Worst Case" NOISE of any graphic equalizer in the 
industry . . . — 90dBv, or better. 

\zDRckiç, 
instruments. inc. 

P.O. Box 698 Austin, Texas 78767 
512/892-0752 
TELEX 776-409 VVHITE INST AUS 
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the house is sold. In a lot of cities we 
play to 3A houses, and we'd rather put 
up a drape than have it all open and 
play to a spotty audience in the back. 
The bad sightline seats we hold. I hold 
the tickets for the band's use, and I 
make sure that the first 20 rows are 
sold to kids. It's only fair that the fans 
who support the artists get the better 
seats. As far as the artist can see, he 
should see fans, kids. 

Mix: How soon in advance do you 
book hotels? 
Sandler: As soon as possible. I work 
with Paige Kevan's Tour Company. 
Paige will immediately overbook and 
overlap cities to make sure we're 
covered in case any dates change. 
Then about two weeks before the tour 
when we're positive, she'll confirm 
everything, but not until we're locked 
in. Then we will contact the limousine 
companies, and give them arrival and 
departure information. Paige has been 
doing this for a long time now, and she 
knows everyone's needs, who prefers a 
big suite, who won't stay in a certain 
hotel chain. 

Mix: What is your next step? 
Sandler: After all the travel and hotel 
accomodations are arranged, I make 
sure all of our contractors, i.e. trucking, 
sound, lights, etc., have an itinerary 
and all pertinent information. We pro-
cess payroll information, and passports 
are issued if we're leaving the country. 
Then I work with the promotion men 
from the record companies. If the band 
does press, I get involved in that. The 
management offices may have some-
one to interact with the press, but 
usually I figure in the planning stages 
for the press in relation to the artist on 
the road. On Billy Joel's last tour, we 
didn't do a lot of press but the record 
company people had to be given 
passes, and we had before-show 
hospitality for radio and retail people. 
For ten minutes before the show, Billy 
signed autographs and got photo-
graphed with the guests. It's always 
nice to stay in touch with what's going 
on around the country. 

We always book the hall for the 
day before the show, so we can load in 
the day we arrive and rehearse before 
the show. If it's a band that is just start-
ing the tour, the rehearsal in the hall is 
a good warm-up. It's important to think 
in terms of the day before. That way, 
everyone gets in the groove, instead of 
flying in cold. After that, it's just day to 
day, making sure everyone's doing 
their job. 

Mix: What is most important in running 
a smooth tour? 
Sandler: If everything's done in ad-
vance, it will work out right. That's the 
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WE FIRED OUR AD AGENCY 
BECAUSE THEY COULDN'T 

DESCRIBE TURBOSOUND WITHOUT 
THE USUAL HYPERBOLE. 

Advertising's not our business, but 
we assumed that something as unique as 
Turbosound should practically describe 
itself. Our agency kept telling us to 
"stress the benefits, not the features:' but 
the printed page has a way of reducing 
those benefits to the same glowing 
terms everyone uses in speaker ad-
vertisements. Those worn-out super-
latives reduced Turbosound to just 
another version of the over-processed, 
two-dimensional "PA sound" concert-
goers have been enduring for the last 
decade. That it most definitely is not, 
as you know if you've heard Turbo-
sound. For those who haven't, we 
offer the following mildly technical 
exposition of our unique solutions 
to the problems inherent in typical 
speaker designs. 

Conventional wisdom consid-
ers enclosure design to be the 
art of compromise, but trade-offs 
never produce artistic or technical 
excellence. Our refusal to accept the 
usual limitations is one reason Turbo-
sound is different by design. 

to the back row, with clarity and pres-
ence. The high frequency driver also 
performs better thanks to TurboMid, 
because it no longer strains to cover 
the upper midrange. 

The TurboBass' Device 
Conventional 'bass bins' rely on en-

closure volume (typically over 20 cubic 
feet), mouth area and path length to gen-
erate adequate low frequency energy. 
They require compromises between sys-
tem size and weight, efficiency and bass 
response, cone diameter and transient 

Bold I.ino—lkrb0000nd 
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The TurboMid TM Device 
Typical PA systems compromise the 

integrity of the midrange, 
dividing it between a cone 
speaker and a horn-loaded 
compression driver. The 
"seam" between two types of 
sound source causes colora-
tion and phasing problems, 
too high a price for the in-
crease in projection and effi-
ciency. The patented Turbo-
Mid device, a new method 
of horn-loading, allows our 
proprietary 10" speaker to 
reproduce the full midrange 
from 250 Hz to 3700 Hz. It 
projects vocals, piano, guitar, 
snare drums, etc., all the way 
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 Vocal Range 

response. The muddy, undefined sound 
produced by those bulky, heavy stacks 
blunts the impact of kick drums, bass 
guitar, synths, etc. 

Our solution is the patented Turbo-
Bass device, a partial horn-loading tech-

Turbosound 

nique which pressurizes both sides of 
the speaker cone. It enables our TMS-4 
full range enclosure, for example, to 
develop a peak SPL of 132 dB at 45 Hz 
in a total enclosure volume of only 
143/4 cubic feet. The uncompromised 
accuracy and physical punch of Turbo-
sound's low end make a difference you 
can feel as well as hear. 

TMS Series 
Full Range Enclosures 

TurboBass and TurboMid devices 
work with high frequency assemblies as 

a unified system in our Tms Series 

2111 

enclosures, producing a phase-
coherent, amplitude-aligned wave-
form without the limitations in dyn-
amic range imposed by compensa-
tion electronics and "special" pro-
cessors. Our uncompromising 
approach to materials and design 
has made Turbosound the choice 
of leading industry professionals 

around the world; from Bowie to the 
BBC, from Culture Club on tour to a 
permanent installation in Carnegie Hall. 
Because, in the hands of a knowledge-
able sound reinforcement professional, 
Turbosound transmits the_energy and 

excitement created on stage 
to every seat in the house. 

Back To Square One 
Conveying the realism and 

dimensionality of Turbosound 
with a vocabulary already de-
based by extravagant adver-
tising claims really is an 
impossible job. We can only 
suggest that you audition Tur-
bosound in concert, or call us 
for the name of your nearest 
dealer. We know you'll feel the 
difference you're hearing. And 
if you find the way to put it 
into words, please let us know. 
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Turbosound Sales Ltd. 202-208 New North Road, London N1 7BL (01) 226-3840 Telex 8812703 
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Mobile Unit # 1  

This truck was recently 
returned to us from its 
31/2 year "remote" with 
Stevie Wonder. We built 
a replacement truck while 
Stevie recorded "Secret 
Life of Plants", " Hotter 
Than July" and "Original 
Musiquarium", so now it 
must go. This legendary 
truck is priced for imme-
diate sale. 

1978 GMC 6500 chassis 
ABC aluminum box 
Waltco lift gate 
Full A/C and heating 
240v single-phase power 
90 amp system 
A/C and technical power 
on separate breaker 
panels 

L: 29'2" (add 5' for 
lift gate) 

H: 11'9" 
W: 8'4" 

API 32 x 24 Automated Console with Allison 65K 
2-JBL 4333 Monitors with White 4000 EQ 
2-Phase Linear 700 Power Amps 
I -Crown 150 Amp 

I-Soundcraftsman RA 5502 Amp 
1-Yamaha P2I00 Amp 

I-3M 79 24 Track Recorder 
I-3M 79 2 Track 

I-Panasonic Video Monitor 
I-Sony B & W Video Camera with Case and Tripod 

I-RTS Intercom System with Power Supply. Biscuit 
1 belt pak 

2-150' A.C. Cables/Extra Road Cases 8i Misc. Equip. 

Truck available with equipment, or to your specifications. 

For Information Call (213) 653-0240 
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key. There are a lot of interests out 
there, the sound company, the lighting 
company, and the trucking company. 
It gets political, even to the point of 
who's going to park their truck where. 
Mostly, it's the day to day dealing with 
personalities and dealing with whatever 
. problems come up. Staying on top of 
problems is the key to a smooth tour. 

Mix: Have there been any near crises 
that you averted? 
Sandler: Once we finished a show in 
Chattanooga, and we had to charter a 
plane to get to Philadelphia that night. 
It's always best to travel to the next city 
right after the show, before the crowds 
start searching the hotels. Everyone 
was psyched about having a private 
plane. Someone on the tour had 
worked with Bowie, who always 
charters planes, and that person really 
built up how great it was going to be, 
so everyone was excited. When I got 
to the airport, everyone was standing 
at the steps of the plane, shouting. It 
turned out that Philadelphia was 
fogged in, and we couldn't fly. The 
panic was fierce, but I stayed calm. I 
got everyone in the plane and had 
Chinese food brought in. I called some 
vans to take us back to the hotel, and 
we flew out the next day. It could have 
been a catastrophe, but I was calm, so 
everyone else calmed down. I'm prob-
ably too calm. 

Mix: Do you have any advice for a 
small act's first tour? 
Sandler: If you're on a small budget 
and can't afford a tour manager, look 
for people on your level. You're an 
aspiring star, so look for an aspiring 
tour manager, a friend with a disposi-
tion that will work. That person should 
be mellow, but in charge, soft spoken 
but always in control. Before you're 
famous, you're dirty and ratty, and no 
one wants you around. When you're 
famous, everyone wants your 
autograph. If I was in a young band, 
I'd get a bus and sleep in a bus, and on 
days off sleep in hotels. Buses are cool 
because they have videos and bunks; 
it's like a big dressing room on wheels. 
You need a dressing room anyway 
when you play those small clubs. All 
you really have to have is a sound guy, 
who does the tour manager gig, and a 
roadie and a lighting director, who sets 
up the gear and does the lights in the 
club, which are pretty minimal. 

Mix: How has the computer age 
revolutionized touring? 
Sandler: Computerized technology 
helps run a tour more effectively and 
efficiently. A lot has happened in five 
years. Touring has become more 
sophisticated, with computerized ac-

  counting programs. We have computer 
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Harry Sandler with Billy Joel and the clowns from the Big Apple Circus. 

mailboxes, called E-mail, so I can send 
little messages, telegrams and teiexes 
from my computer. We call it "on tine". 
The booking agent, manager, the 
travel agent and Paige Kevan are all on 
it. It allows information to be processed 
in the least amount of time, such as 
show settlement information. After the 

accountant does the settlement, he 
sends the information off to the 
manager, agent etc, so that in the 
morning when they get in, they're up 
to date. Other uses are being able to 
send telexes, mailgrams and letters 
from any phone in the world. When 
Billy Joel was planning his trip to Japan, 

we communicated with the Japanese 
promoter, Mr. Udo, completely by 
computer. It made life a lot easier. The 
computer can also store vast amounts 
of information on a small disk, which 
lightens the load on the road. We have 
just scratched the surface with com-
puterized business management. I'm 
hooked on them. 

••• 

Ron Delsener, 
Promoter 

Booking agents and promoters are 
hardly a new phenomenon in the music 
industry, however as touring comes of 
age, their responsibilities grow and 
diversify. Tour companies hardly ex-
isted at all ten years ago, but now 
they're an integral part of a major tour. 
The interaction between booking 
agents, promoters, and tour people 
reflects the diversified roles each group 
now assumes. With the tour manager 
as chief coordinator, the three com-
panies work to lay down a structure, 
which is the backbone of the tour. 

Barry Bell, booking agent for 
Premier Talent, is a key element in 
some major tours. Bell, whose agency 
handles many major rock acts, in-
cluding Cyndi Lauper, Van Halen and 
Springsteen, is essential in establishing 
the tour route and working out the 

1.688 Recording Mixer 
6 x 8 x 2 with control room mixing 

he Carvin MX1688 recording console offers the pro-
essional quality features and signai performance 
ou've grown to expect from Carvin! Use of the 
inest components and professional audio design 
nable the MX1688 to interface with any pro-
essional tape deck. For additional info 
n this console and Carvin' s complete 
roduct line send $1 to Calvin. Dept. 
X62.1155 Industrial Ave.. Escon-
Edo, CA 92025. A similar 16 
4 x 2 MX1644 mixer is 
vailable for $ 1995. 
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• Eight Sub-Groups w; Solo and Mute 
• Channels Assignable to L & R Stereo Cutput 
• Four Independent Monitor Mixes Available 
• Headphone Monitoring of Main or Moirtar 
• 11 Step Gain Controls for Easy Set-up 
• Talkback to Monitors 
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MUSICAL INSTRUMENT CASES 

SOUND EQUIPMENT CASES 

VIDEO EQUIPMENT CASES 

CONSOLE CASES 

RACK CASES 

Our specially trained staff of cose designers is avoiloble by telephone between 
9:00 and 5:00 and in person to onswer any questions in regard to design or 
specific cose requirements. Their expertise is invaluable in designing for, and 
fulfilling your particular case needs. Contoct our salespersons or our design staff 
at (213) 466-6181. 
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Ron Delsener 

deals for his acts. Bell's work begins 
when a manager calls with the release 
date of his artist's LP. "We like to give 
the tour a six to eight week lead time," 
Bell explains, "to make sure the music 
is out there, that the kids are familiar 
with it, that it has had a chance to take 
hold. More and more it's important to 
have something on the charts now. 
Then we start getting availability 
depending on what route the manager, 
promoter and I decide to take. We 
might start where the artist is strongest, 
in a particular part of the country, and 
get available dates from all the halls, 
then work out the deals." 

Bell notes that merchandising is 
one of the biggest changes in the tour 
industry. Sales of T-shirts, posters and 
paraphenalia gross as much, if not 
more, than ticket sales now, whereas 
merchandising was not grossing nearly 
that amount seven years ago. Another 
new factor that Bell must contend with 
is competition for indoor venues from 
winter sports. 

"Between September and May, 
major cities have few availabilities in-
doors. You need at least six months in 
advance for a booking now," says Bell. 
"In the summer you have more leeway, 
because you don't have basketball, 
soccer and hockey to take up halls. 
There are also outdoor venues, like 
Pine Knob and Poplar Creek, which 
are quite popular now. At first, bands 
didn't think they'd get a big audience 
outdoors, but they do. The gross 
potential for these shows is less though, 
because lawn seats go for less, and 
because one ticket will be purchased 
for four ac:s, so ticket sales aren't really 
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AUDIO ANALYSTS 
On the Future of Touring 

Pierre Pare founded Audio Ana-
lysts in 1968 to provide Canada with 
the state-of-the-art equipment he saw 
in touring American shows. A Euro-
pean tour with Les Grandes Ballets 
Canadiens, and a stage production of 
the rock opera "Tommy" followed. 
Audio Analysts secured a name for 
themselves in the business when they 
were hired to coordinate sound sys-
tems for the 1976 Olympics in Mon-
treal. Pare, his brother Bert, who joined 
the firm as a logistics specialist, and 
Albert Leccese, a former IBL service 
manager who is now the vice presi-
dent, operate out of a Montreal office, 
but the main shop is based in Platts-
burgh, N.Y. 

As touring grows from a basic 
transportation system to a big busi-
ness, Audio Analysts are one of the 
facets that grow with it. What stimulat-
ed this growth? "More and more mon-
ey has made the touring industry a ma-
jor business," notes Pare. "Bands are 
becoming more aware of the available 
funds," adds Leccese, "and they want 
to see concrete professional develop-
ments. More and more artists care 
about appearance and the show that 
they put on for the kids." 

The future of touring, Pare and 
Leccese agree, is wide open. "There 
will always be a touring industry," says 
Leccese, "because even with videos, 
you still don't get that whole picture. 
There's still the live exciting feeling of 
being there that you only find in a live 
show. Basically, we're interpreters; we 
take what the artist is trying to get 
across to the audience and present it to 
the people watching the show. It's our 

• 
• 

Typical house effects rack used on 
A.A. tour. 

job to use whatever technology is avail-
able to do a good job. We take the artis-
tics, and with the use of technology, 
we send a message across to 20,000 
people. Maybe it's a bit presumptuous, 
but I think my job is to make sure the 
technology doesn't get in the way of 
what the artist is trying to do or say." 

Audio Analysts' snake system is 
one of their most innovative pieces of 
equipment. "Our snake system is very 
versatile," explains Leccese. "It takes 
into account house monitors and re-
mote recording. It also has subsnakes 
that hook into a master stage box 
through a multi-connector. What that 
does is keep the stage neat and clean 
by not forcing you to use any cable 
over 25 feet long. I designed this par-
ticular one, and also the motor control 
which is revolutionary in the sense that 
it involves the remote control of 12 or 
18 chain motors, that are used to fly the 
PA system. It's used to control 12 mo-
tors individually, or in tandem, in ei-
ther direction, up or down. It's still 
state-of -the-art, even though it was de-
signed eight years ago." 

Perhaps the most exciting piece of 
equipment, though, is AA's Time Ener-
gy Frequency computer analyzer, a 
Crown trademark. "The TEF looks at 
audio from a different viewpoint," 
Pare explains. "It's closer to the point 
where measured results and perceived 
results correlate," adds Leccese. "It's a 
new kind of analyzer. Before, even 
though two things might have the 
same spec, whether it was a speaker or 
an amplifier, there was still a difference 
you could hear, it was very subjective 
in terms of evaluation. With the TEF, 
it's not really a case of 'this is better than 
that,' but it takes into account more 
details so you can get closer to a better 
product than ever before. 

"Before, you could only test so 
many parameters and say 'to the best 
of my knowledge, this is the ultimate 
we can achieve.' In conjunction with 
the normal auditory process, this is a 
tool that permits you to look with even 
more detail into why various differ-
ences exist." 

The TEF frightens some manufac-
turers, according to Pare. If measure-
ments aren't made correctly, the re-
sults can give a product bad publicity. 
"You have to be very careful," Leccese 
warns. "If you don't know what you're 
doing, the results can be interpreted in 
such a way that can endanger the 
product's reputation. It's not an easy 
instrument to learn. You have to have a 
background in physics, and also in 
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THE MICROPHONE. An instrument for the 
vocalist. 

Any performer who is serious about delivering 
vocals to the audience must work his microphone 
just as a musician masters an instrument. The 
microphone should reproduce the vocals accurately 
and must have good "gain-before-feedback" for 
concert situations. 

The Peavey Celebrity Series Microphones are 
designed to have everything. . except competition. 
We invite comparison of our microphones with 
other cardioid microphones. You'll see why we feel 
that in terms of performance, features, and price, 
there is no competition. Just ask Gary Morris. 

Gary will be playing the lead male role (opposite Linda 
Ronstadt) in the New York Shakespeare Festival 
production of "La Boheme". Catch him at this event or in 
concert in your area soon. 

(Send $ 1.00 for our Professional Audio Catalog featuring detailed 
information on all Peavey microphones and sound reinforcement 
systems to: Dept. Celebrity, Peavey Electronics Corporation, 711 
A Street, Meridian, MS 39301.) 

PEAVEY ELECTRONICS CORPORATION 

711 A Street Meridian. MS 39301 U.S.A 
Telephone . 1601) 483-5365 Telex: 504115 
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indicative of one band's sales strength." 
Booking agents, according to Bell, 

work at two levels, booking and coor-
dinating. "You don't always agree with 
the manager," he explains. "We may 
say, 'I don't think you should play a 
20,000 seater, the promoter says we'll 
only get 2,000,' and he'll say 'yes we 
can, the record is going to be a hit.' 
Once he makes the decision to play the 
big hall, we have to do our best to sell 
that house. That's the basic job of a 
booking agent." 

New York promoter Ron Delsener 
calls himself a "beggar-gambler." "We 
beg the act to play for us, then we 
cater to them backstage," he explains. 
A promoter's job, according to 
Delsener, is to secure a venue, under-
write expenses, creatively entice the 
public to buy tickets, and gamble that 
the show sells out. "A promoter is also 
a gambler," says Delsener, who has 
promoted such acts as The Rolling 
Stones, Elton John, and Bruce Spring-
steen. "The promoter will put out the 
money to guarantee the act's salary, 
and he'll also underwrite the advertis-
ing, sound and lighting costs, etc. After 
expenses, you work on a percentage. 
Usually, a promoter gets 10% and the 
act gets 90% or you may get 15% of 
what's left of the gross receipts against 
the expenses, and the talent gets 85%. 
Say there are 1,000 seats and the 
tickets are $11. Gross of the house is 
$11,000 and the expenses are $5,000, 
so there's $6,000 left. I would get $600 
and the artist would get $5,400. A pro-
moter has to gamble that he'll make 
10% or 15% on a sellout. If he loses, 
there's no ceiling on the loss. If he 
makes money, there's a 15% or 10% 
ceiling. So if you only take in $2,000, 
and your expenses are $5,000, you 
lose $3,000. There's a big risk. We do 
about 200 shows a year so we spread 
our risk." 

Delsener launched his career in 
1966, when he created the idea of one-
dollar shows in Central Park. "That 
idea gave me a start," he explains. 
"You have to come up with a concept 
that no one else has, or it's very dif-
ficult. Since then, we've had a lot of 
competition. Promotion has come full 
cycle from the time when it was just a 
great thing to do for the people, back 
in the '60s. It was more simplistic then. 
When the Beatles played Forest Hills 
Tennis stadium back in '64, the stage 
was two feet off the ground, and the 
lighting was two poles with lights on 
them, 'trees.' There was no truss 
lighting and the sound system was two 
boxes; speakers on the ground. Now 
they fly tons of equipment off the arena 
floor and there are stacks of speakers 
on the stage, and thousands of pounds 
of lighting and myriads of xenon and 
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WOMEN HIT THE ROAD 
by Rosanne Soifer 

"Are you the singer?" 
"Why would a chick want this job?" 
"Whaddya mean, she works 
for the band?" 
"Need help, sweetie?" 
"Are you the guitarist's girlfriend?" 
"Who carries your equipment?" 

Women have certainly gone on 
the road before—as singers, the manag-
er's wife, the drummer's girlfriend, or the 
band's groupie. Occasionally, women 
musicians and crew have had opportuni-
ties provided for them by boyfriends or 
husbands who played in bands. For the 
longest time, male sponsorship was usu-
ally the only way women get anywhere 
in the business. This is finally starting 
to change. 

No one will argue the fact that 
men and women react similarly to com-
mon road situations like sleeping in a van 
(sitting up), the gastro-intestinal chal-
lenges frequently posed by 24-hour res-
taurants, and the if-it's-Tuesday-this-
must-be-the-Midwest disorientation syn-
drome. However, both men and women 
are experiencing the growing pains of-
ten caused by the entrance of women as 
active participants into previously male-
dominated areas of the music industry. 
(Ina Jaye, a staff member of the student 
admissions department at the Institute for 
Audio Research says that women ac-
count for roughly 20 percent of the 
school's enrollment, and this figure is 
steadily rising.) 

Tina Weymouth, bassist for the 
Talking Heads once said, "Women musi-
cians tend to be treated by critics [and, 
one might assume, by their male peers] 
ike women drivers. If they aren't much 
good, well what can you expect? And if 
they're hot stuff, it is despite the fact that 
they are women." One could equally ap-
ply her observation to women roadies, 
engineers, and techies. 

To follow this up, I spoke with 
several women who've worked the road 
for measurable lengths of time and dis-
:ances—as roadies, sound engineers, 
light techs, and musicians. I included my 
own experience as a pianist in a country 
road band. ( 1) The woman must have 
gotten the road gig on her own merits 
and not through a husband or boyfriend. 
(2) She must have travelled with a group 
that was predominately male (no all-girl 
bands). (3) She must still be active in the 
business. 

THE WOMEN 

Judi Dozier 

Current Gig: Keyboard and synthesizer 
player (Roland Jupiter 8 and Yamaha DX 
7) for Chrysalis artist Billy Idol. 
Background: Singer and keyboard 
player for various Southern road bands 
including the Georgia Prophets. 

Mary Culum 

Current Gig: Studio manager for Elec-
tric Lady Studios, New York City. 
Background: Sound, light, and roadie 
work for the Ramones, Holly and the 
Italians, Billy Idol, Montana-based band 
Crystal Vision (now Fanatic). 
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"Real-World 
Performance Is 
More Important 
Than Numbers 
On ATest Bench': 
Patrick Quilter 
Vice President/Engineering. 
QSC Audio. 

QSC is proud of the bench specs on our top-of-the-line 
Series Three amplifiers. We "measure well," just like other 
good amplifiers. But what sets QSC apart are the design 
features that 
don't show 
up in the 
"numbers." 
Features like 
exceptional 
reliability, 
easy interface with any system, a compact roadworthy 
chassis and the extra audio excellence that comes from 
carefully selected components and an optimized circuit 
design. The design philosophy behind the Series Three is 
to provide professional, reference-quality amplifiers capa-
ble of performing flawlessly in the most rigorous applica-
tions. We started by carefully selecting components, 
bringing together some of the most respected electronics 
in the industry. This includes devices like the 5532 op 
amp, the complementary metal-case Toshiba transistors, 
and high-density filter capacitors. The best components 
make for great specs, of course. But it's how you assemble 
them that determines an amp's value in real-life applica-
tions. Our increased-efficiency linear output design 

makes the Series Three a leader in 
the field. The Series Three combines 
a dual mono design with separate 
power supplies whose characteris-
tics are matched with the high effi-
ciency output stage to offer 
momentary power twice that of the 
RMS power (3 dB dynamic head-
room). By using a multiple level DC 
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power supply, which provides just the right amount of 
power required by any given output voltage, we've been 
able to dramatically reduce waste heat without sacrificing 
the excellent sounds of conventional linear designs. 
Because there is less waste heat, the need for built-in cool-
ing fans is eliminated. This means Series Three amps are 
more compact than conventional amplifiers-you get 
more power per inch of rack space. And because heat is 
Public Enemy #1 for audio components, the heat-efficient 
design of the Series Three makes for a more reliable 
power amp. If something does go wrong, though, the 
modular design of the Series Three makes service easy. 
Each channel is built into its own front-removable mod-
ule. It can be taken out 
for service without hay 
ing to take your entire 
rack apart, and a spare 
module can be readily 
slipped in. A lot of de-
sign ideas work fine on 
paper: but, at QSC, we 
build power amplifiers 
for real-world perform-
ance. When you dissect 
the Series Three, you 
come up with a lot 
more than spec sheet 
buzzwords. What you 
get along with the 
"good numbers" is a carefully integrated package of fea-
tures you can count on in the field. For more information 
contact: QSC Audio Products 1926 Placentia Avenue, 
Costa Mesa, CA 92627, (714) 645-2540. 
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super trouper spotlights, maybe 10 or 
12, when there used to be one or two." 
The highly specialized technical equip-
ment increases a concert's cost. The ex-
tra crew members needed to unload 
and install lights, sound and ex-
travagant sets can add hundreds of 
thousands of dollars to the expense 
budget, putting the promoter/gambler 
in a high-stakes game. 

••• 

Paige Kevan, 
Travel Coordinator 

Paige Kevan's Tour Company is 
representative of the burgeoning tour 
industry. Seven years ago, her special-

ized services had not yet evolved into a 
necessity. Today, Kevan runs a top-line 
company with clients ranging from 
Springsteen to the Stones. Organiza-
tion and advance planning are the keys 
to Kevan's Tour Company. She works 
with the artists and tour managers to 
assess the specific needs of each tour, 
and then arranges accommodations to 
suit her clients. Travel agent Carol 
Green works with Kevan to book 
flights, secure desired seats, and insure 
that the tour will arrive at its destination 
on time. 

Paige Kevan began booking ac-
commodations for rock groups when 
hotels were still leery of the music in- • 
dustry. Many hotels were reluctant to 
take bands. This reluctance challenged 

"SWISS ARMY MIXER"? 

o 

An appropriate nickname for the 

SM 26 SPLITTER MIXER 
... a single rack space unit which contains: 

Master L & R inputs with stereo level control 
Six mono inputs and six mono outputs with level controls 
Six dual function mix/pan pots 
Master L & R outputs with stereo level control 
Built-in variable gain for - 10dBV/+4dBm interface 
Left and Right expand outputs 

This 5 lb grab-bag of ins- outs- and- pots will split, mix, pan, 
boost, or any combination of the above to solve an 
unbelievable variety of signal routing problems 

keyboard mixing and monitoring, live recording splitting, 
additional studio or stage monitor bussing, zone level 

controlling, intercom splitting, line boosting, etc, etc etc 

If you've got the signal, the SM 26 has the path and for 

only $ 299 suggested list price' 

6510 216th SW, (206) 774-7309 
N Mountlake Terrace, WA 98043 CORPORA T 

but did not deter her from securing the 
desired rooms for her clients. 

"I do everything in advance and 
visit hotels on a regular basis so that I 
am thoroughly familiar with their 
facilities," explains Kevan. "When .1 
book the hotels, I look at floor plans 
with the tour manager and pre-block 
rooms with a view toward security, 
comfort and convenience. I also 
negotiate a better than average deal for 
the groups. We want to keep the costs 
down, to save them around $800 a 
night. When groups are on the road for 
six months or longer, travel expenses 
can become quite substantial. When 
you can save a group $800 a night 
over that six month period, it adds up. 
Hotels are willing to work with me on 
providing reasonable rates, especially 
chains. In the case of a chain, working 
with a tour is even more attractive 
since the chain is simultaneously nego-
tiating for several of its properties 
across the country. We try to ac-
comodate every group's budget. We're 
usually successful given our willingness 
to work both for our clients and with 
the hotels." 

No matter how much advance 
planning she does, Kevan finds change 
is the nature of the business. "You can't 
be affected by it and you have to get 
right on to the next thing, even if that 
change sends a whole month's work in-
to the garbage. If there's a major pro-
blem, that can't be handled over the 
phone, I fly out and take care of it. 
Four years ago, I spent more time on 
the road with bands, getting everything 
set up, i.e. advancing hotels, and 
blocking rooms. These days, a lot of 
arrangements can be handled over the 
phone. When a band is touring for a 
long time, hotels are home away from 
home. It's our job to make all accomo-
dations as comfortable as possible." 

Harry Sandler, Paige Kevan and 
Carol Greeen, a travel agent who 
works for Kevan, communicate by 
phone, and by computer. "E-Mail," or 
electronic mail, is a message service 
via computer. The six-pound, Radio 
Shack TRS-80 model 100 is portable 
enough to fit in a briefcase. On a 
subscription based system, one can get 
on line and have access to a computer 
network. With booking agents, pro-
moters, hoteliers, airlines and venues 
all on the same line, communication is 
expedited enormously, and plans can 
be made with maximum efficiency. 

If the age of the modern tour is just 
beginning to come into its own, with its 
highly specialized components building 
a more efficient and intricate network, 
what will state-of-the-art touring encom-
pass in the next decade? Innovators 
like Audio Analysts and Tait Towers 
have only just begun to tap the 
resources of computerized sound, 
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The video revolution is making a dramatic impact on 
the way the music industry looks at its own product. 

Careers come to life overnight in the eye of a camera. 
Artists who've tried to get their tapes heard for years, 
are suddenly gaining long-deserved visibility. 

If locking into video is your next step, TASCAM 
advanced audio systems can move your music right 
into the picture. Our recorder/reproducers give you the 
solid quality and innovative functions you demand as a 
professional, syncing you to the limitless possibilities 
of video. Our mixers put you in total control of the creative 
process, with engineering depth and operational ease. 
For mixing, our M-520 places a full range of artistic 

choices at your command, with 20 balanced input channels, 
8 print busses and 16 tape returns, effects busses, an 
independent 16-input monitoring section, and much more. 
For recording/reproducing, our 58 is the industry's first 

1/2" 8-track with all the technological sophistication of a 
1" machine, but at far less cost. Its unique "Omega Drive" 
assures exacting tape to head contact and smooth tape 
handling — entirely eliminating tape stretch or bounce. 
And microprocessor 3-motor servo control significantly 
speeds up your recording and editing, taking you quickly 
and accurately to your mark without stalking and stuttering 
through time code. And if your budget is a bit more 
restrictive, take a close look at our hard-working 48, 
boasting most of the 58's comprehensive features. 
When it's time to master your mix into mono plus 

code, our 42 delivers exceptional precision. And our 
44B is the perfect stereo plus code post production tool. 

In an industry where seeing has become believing, 
TASCAM lets you put your music's best image forward. 
See your TASCAM dealer for full details or write TASCAM, 
TEAC Professional Division, 7733 Telegraph Road, 
Montebello, CA 90640, (213)726-0303. 
Copyright 1984-TEAC Corporation of America 

Put your music in the video scene, with 
TA SCA M's full line of SMPTE-contpatible 
audio equipment. 

In an Industry 
Where Out of Sight 

Can Put You 
Out of Mind, 

Tascam Gives Your 
Music 

Video Visibility. 

Circle # 035 on Reader Service Card 



Our 45th Year 

Park on the roof 

5,rere 1939 

RA INBO 
RECORDS 

1738 Berkeley Street 
Santa Monica, California 90404 
(213) 829-0355 (213) 829-3476 

TWX 910-343-6862 

The ONE STOP Center 
For Custom Record 

Pressing and 
Cassette Duplication 

ele Any Size 

T .  Any Shape 

I. Any Picture 

l e  Any Color 

In- House 
Mastering • Processing 

Labels • J-Cards 
• • • 

Record Jackets 
Picture Sleeves 

Collation • Fulfillment 

(213) 829-0355 

No Order lirm Large 

No Order Tho Small 

10-Dar Turn Around 

stage and lighting techniques. The 
computer itself is a relatively new tool 
in the music and touring industry. 
While booking agents, tour managers 
and promoters can all communicate 
more directly through E-Mail, only a 
fraction of the entire tour industry 
subscribes to the line. 

Modern technology has taken the 
touring industry to new heights, but 
technology basically affects economic 
and acoustic aspects of a tour's success. 
Perhaps staging specialist Michael Tait 
puts it best: "With a great band, like 
Springsteen, you don't really need 
much of a set or staging materials," 
says Tait. "Bruce owns his own stage, 
and it's very basic, just a couple of 
risers. As long as you can hear Bruce, 
that's all you need." Despite the trend 
toward exotic sound effects, lasers and 
lights, what really draws people to a 
live show is the emotional rapport bet-
ween artist and audience. You can 
embellish an image, but all the money 
in the world can't buy what Spring-
steen's got. There's nothing like a 
sincere and spontaneous delivery to 
win an audience over. Despite peri-
pheral changes, in 21 years, from the 
Beatles to Bruce Springsteen, that abili-
ty to simply mesmerize an audience by 
sheer charisma has remained un-
changed. 

••• 

Michael Tait, 
Staging Specialist 

Tait Towers Lighting is a deceptive 
name for a company that creates 
everything a rock band uses onstage 
— except the instruments. "We call 
ourselves conceptual engineers," ex-
plains Australian-born Michael Tait, 
whose stages have served such acts as 
Van Halen, Diana Ross, Yes and Kiss. 
Tait formed Tait Towers in London in 
1976, primarily "to avoid being an 
employee of Yes. I worked with Yes 
since their inception in 1968, when 
they needed someone to drive their 
van. Since then, I built practically 
everything they used on stage. I im-
mediately saw a band that was going to 
be successful. But being their 
employee made me taxable. I became 
self-employed, sent them an invoice 
every month, got deductions, and paid 
less taxes. It was quite legal." Following 
the demise of Yes in 1980 (they re-
formed in '83) Tait set up Tait Towers 
U.S. in Lititz, PA. 

Staging was just beginning to take 
off as an industry when Tait Towers 
evolved. "At first I envisioned the com-
pany doing just lighting and lighting 
rental," says Tait. "But as time went on, 
I found no one on the East Coast was 
building rock and roll stages. In the 

early days, no one had lights, not even 
headliners. Now of course you 
wouldn't dream of going out without 
lights and a sound system. I built the 
rotating stage for Yes, as well as more 
or less everything else they used on 
stage." When Yes toured America for 
the first time, they brought 12 lights. 
On their last tour, they used 300. A 
Van Halen show uses 1500. With the 
revolution of special effects and 
lighting, it's no wonder Tait Towers ex-
panded 400% in the past year alone. 

In the small world of stage settings, 
'There are only a half-dozen sound 
companies and a half-dozen lighting 
companies that mean anything," ac-
cording to Tait. "People looking for 
stages know of my existence," he adds. 
With 14 people working in his shop, 
seven of them full time, Tait Towers has 
a full complement of employees, from 
welders, carpenters and set designers, 
to assistants and students who come in 
after school and move metal and stack 
plywood. 

Two factors make Tait Towers very 
attractive to prospective clients. In 
terms of price, the company is not 
under union contracts like its Los 
Angeles and San Francisco rivals. 
"Those companies have union workers 
to a larger or lesser extent," says Tait, 
"especially in L.A. which is based 
around the TV and film media. Thus, 
the cost per man per hour in the back 
of nowhere in Pennsylvania is less. 
Even in building the same item, without 
making less profit, my cost would be 
less. Secondly, we have the advantage 
of my 15 years on the road. I know 
what's necessary for a touring rock and 
roll band, more so than a Broadway 
scenery company, or a TV set designer 
who are used to building something 
that will look magnificent for one day, 
or that you couldn't possibly contem-
plate moving from point A to point B. 
A lot of these places have an idea of 
portable that involves screwing a han-
dle on one end and that's it. Acts who 
were forced to use these companies 
took their set on the road and had it fall 
to pieces in a week. I get of lot work 
because the sets we engineer are con-
structed in such a way that they're easy 
to areernble, and truck modular, easy 
to transport." 

Tait used to design stages from the 
initial concept, but he's shying away 
from that now. He'd rather concentrate 
on engineering. When a designer 
brings in an artist's impression, he'll 
make an engineering drawing and 
build a set that works. The bands may 
have a concrete idea of what they 
want, but if they don't, Tait steers them 
to a designer. "I was sent a drawing for 
a Kiss stage," Tait remembers. "It had 
ramps and risers and stairs, and as I 
looked at the drawing, I suddenly 
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realized that the incline of the ramp was 
such that you'd have to be a mountain 
goat to climb it. The band was in 
Europe, but Paul Stanley called me, 
and I said 'do you know how steep that 
ramp is?' and he didn't, because he 
can't read a blueprint. The band re-
designed it, over the course of four 
days and I engineered it so it was 
workable, and would still fit into their 
budget." 

Tait cautions bands not to spend 
much more than they're going to gross. 
"If you're only doing 20 shows, you 
shouldn't go out and spend $100,000 
on a set," warns Tait. "But if you're do-
ing 50 shows, you might spend that 
much. Today, $1,000 a show is not 
outrageous. Basic rates vary from 
$250 a night, to the most extravagant 
stage I've ever done, for The Cars. For 
40 shows, they spent well over 
$100,000." 

What factors brought about this 
trend for exotic staging? Tait credits 
competition with MTV and film. "The 
visual stimulus in film progressed a 
long way," he says. "Besides, rock and 
roll is a new item, and big concerts are 
new. Anything new evolves. The first 
thing to evolve was the sound system. 
Then lighting, and the next thing was 
stage sets. Initially, groups just stood 
and played, then they started to move 

and everyone wanted something to 
make them look better." 

Tait Towers has maintained a 
reputation for using the best equipment 
over the years, and they continue to 
seek out technically innovative materi-
als. Instead of using traditional 
plywood staging materials, Tait uses a 
plastic honeycomb decking, a by-
product of space industry research. 
The composite of aluminum with plastic 
honeycomb, which is made in a 
machine, produces a lightweight but 
rigid board that is quite durable. 
Another new development, aluminum 
grill, allows light and sound to come 
through it, and it can be walked on. 

The aluminum grill made its debut 
on a Yes stage, and the rotating stage 
that Tait designed for Yes proved to be 
an extraordinary device, both econom-
ically and acoustically. "The beauty of 
the rotating center stage is that the 
front row is 110 feet long instead of 50 
feet long," explains Tait, "so everyone 
is twice as close on average. You can 
scale the ticket prices higher. Yes 
grossed an extra $10,000 to $15,000 
per show. It was a big breakthrough in 
concert economics. Soundwise, you do 
need more equipment, but you don't 
have to throw as far. The worst place 
for sound is right back at the center of 
the stage where you get slap back. So 

the artist has the worst sound, but for 
the audience, it's great." 

Computer technology has helped 
to revolutionize lighting and create a 
more compact, portable system. "Our 
automated lighting systems involve 
some innovative equipment," Tait 
reveals. "We have lighting trusses with 
the dimmers built into the truss, and 
then a computer signal is sent to the 
controls. This means far less cabling, 
and a simpler looking system." 

Tait Towers' "performance room" 
is a novel attraction, offering a band 
the chance to play live in the 35 foot 
high, 65 by 65 foot room A 40 foot by 
15 foot control room is elevated and 
separated by glass. This way the act 
can perform with their stage setting 
before taking it on the road, to correct 
any problems. The performance room 
walls are made of Tectum, which con-
sists of 16-inch wood fibers held 
together by cement. Behind this layer, 
fiberglass soaks up sound. None of the 
walls are flat, thus the room does not 
have the resonance of a building its 
size. One hard wall is set up for more 
live sound. 

With stage design only its first 
phase of evolution, there's no doubt 
that Tait Towers will evolve with it, to 
meet the growing needs of a burgeon-
ing industry. 

Your best value in wireless. 

IMO 
Cetec Vega's R-31 PRO is your best value 
in a wireless-microphone receiver. When 
you compare the price, compare the 
performance too. And the size. And 
the features: 
• "Infinite gain" receiver technology. 
Improved performance in the critical 
threshold region, superior accommoda-
tion of multipath conditions, better 
signal-to-noise ratio, and constant 
receiver audio level output. 
• High signal-to-noise ratio and wide 
dynamic range. 
97 dB (103 dB A-weighted) with 
DYNEX" II; 77 dB (83 dB A-weighted) 
non-DYNEX." 

• DYNEX II, a new standard in audio 
processing. 
Can be switched in and out, to accom-
modate transmitters with or without 
DYNEN ' Il. 
• Power-source flexibility. 
Dual 115/230 Vac, 50-60 Hz operation, 
and external +12 to +24 Vdc for 
vehicular and portable use. 
• Attractive, compact case. 
Only 7.15 inches wide, 1.72 inches high, 
and 8.25 inches deep. 
• True helical-resonator front-end 

filter. 
Plus all of the other standard features 
expected in Cetec Vega's professional 
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wireless equipment, famous for quality 
and reliability. 

Write or call for further information 
on the R-31 PRO wireless-microphone 
receiver, and for the location of 
your nearest dealer: Cetec Vega, 
P.O. Box 5348, El Monte, CA 91734. 
(818)442-0782. TWX: 910-587-3539. 

Cetec Vega 
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—FROM PAGE 49, ANALYSTS 

acoustics. Without this background, 
and insight, the TEF can be misused. 

"You don't want to publish the fre-
quency response graph and say 'this is 
why my speaker's better than that 
speaker,' " Leccese continues. "There 
are also manufacturers who fear that 
the TEF will undermine their 'black 
magic.' There's a lot of 'magic' in 
equipment. A friend of ours once said 
that some products have an element 
called 'unobtainium,' meaning that 
one company has a product that no 
one else can reproduce, because it has 
something that no one else can get." 

Perpetual research, through a va-
riety of resources, helps keep AA on 

top. "We do all our own research," says 
Pare. "We keep in touch with manufac-
turers, we put the same test conditions 
on all products, and some sound bet-
ter, some sound worse and some burn 
out. Out of all these products, we'll 
come up with one that we'll use. It may 
require modifying to suit our needs, 
and a lot of times the manufacturers 
are willing to work with us that far. If 
we specify a certain type of wire or a 
certain type of support tube, etc., we 
can in effect design our own loudspeak-
er, to use on our own box." 

Cabinets are traditionally made of 
wood, but AA have experimented 
with various materials other than 
wood, that are just as light and just as 

16:2:1 12:4:2:1 16:4:2:1 
All from one 19" rack mount console 

• 3 band Equalisation 
• 2 auxiliary sends 
• 90mm smooth action faders 
• Mic and Line inputs 
• Subgroup direct outputs 

Hill Audio, Inc. 
231 Marquis Court 
Lilburn, GA 30247 USA 
(404) 923-3193 
TLX 293827 HLAD 

Headwater Industries 
635 Caron Avenue 
Windsor, Ontario N9E 588, Canada 
(519) 256-2454 

Hill Audio, Ltd. 
Hollingbourne House 
Hollingbourne, Kent ME17 1QJ, England 
(062 780) 555 
TLX 966641 HILL 

• RIAA equalised inputs 
• Peak LED on inputs 
• 12 way LED displays on masters 
• Phantom power on every input 
• 5532 Op-amps throughout 

strong. "Who knows," Leccese specu-
lates, "maybe six months down the 
road we'll find this new property, and 
build our cabinets out of this magic 
material." 

Assistance from manufacturers 
has proven invaluable to Pare and 
Leccese. "We've worked closely with 
many console manufacturers to devel-
op a console that I think was state-of - 
the-art. The Soundcraft Series S4 was 
very nice of the Soundcraft people to 
design for us. We added our input, and 
they put together a console that 
sounds great, in the way it's put togeth-
er. The features are incredible. It's not 
an exhorbitantly expensive console 
either. We do the same thing with 
speaker manufacturers, JBL for in-
stance. They build speakers to our 
specs. A lot of manufacturers are 
aware of the fact that what we put out, 
a lot of people hear. They tend to listen 
to our ideas and work with us. If we ask 
them something, they don't mind put-
ting in the time to help us." 

"We're not doing our work to be 
the best," says Leccese. "We're doing 
it to do a good job. If we become the 
best along the way, great. But if the 
people who buy tickets aren't happy 
and they stop going to shows, then 
we're out of work. We have to make 
sure the artist puts on the best show 
he's capable of putting on, and not 
allow the technology get in the way of 
his performance. That's why we spend 
that much money on research and de-
velopment. In the long run, the artist 
benefits from R&D. The TEF costs 
about $15,000. We never rent it out; 
we keep it here to better our equip-
ment. Whenever a piece of gear im-
proved by our R&D goes on the road, 
the artist benefits. If he gets a monitor 
speaker that is lighter, smaller and 
sounds better, it is to his advantage, 
our advantage, and the kids' advantage. 
One reason you seldom see groups 
that own their own equipment is be-
cause they take that into account. They 
know that if they buy their equipment, 
they won't profit from all the R&D that a 
company like ours can offer." 

Despite advantages of superior 
equipment and a loyal crew, the nucle-
us of AA's success is intrinsic to the 
principles of honesty and truth that 
Pare and Leccese generate. "These 
are very simple values that people 
tend to overlook these days," says Lec-
cese. "They are a holdover from my 
immigrant parents. In this industry, 
sometimes it hurts you more than it 
helps you to be honest. But in the long 
run, it helps. You get a reputation for 
doing what you know how to do best, 
and never saying you can do some-
thing when you can't do it." 

—Brooke Sheffield Comer 
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Every sound engineer 
needs a little magic 
The Ursa Major 8X32 digital reverberator puts pure 
magic at your fingertips. Touch a button and you're trans-
ported to a concert hall stage. Touch another and hear 
sound roll through vast, empty canyons. And another, to 
conjure up a bright, tight plate that adds body to brass and 
drums. And then another a larger plate, warm and beauti-
fully balanced for voices. 

In fact, the 8X32 lets you create and explore an almost 
infinite universe of acoustic environments. Four pre-set 
programs establish basic spatial qualities; then, the 
microprocessor-based controls allow you to separately 
fine tune all seven key reverberation parameters. For more 
control, there's a full remote console, LEDs that con-
stantly display all the panel settings, and 64 registers of 

Box 28, Boston, MA 02258 USA • Telephone (617) 924-7697 
Telex 921405 URSAMAJOR BELM 

non-volatile memory to preserve and recall useful set-ups. 
And the 8X32's acoustic spaces sound real. Rich, 

uncolored and clean—even with difficult material and 
decay times as long as 20 seconds. 

If you'd like to add a little magic to your sound, spend 
some time with an 8X32. We invite you to write us for 
detailed system specifications, prices (surprisingly low), 
and the name of a local Ursa Major dealer. See for yourself 
what it's like to acquire powers you once thought existed 
only in your imagination. 

The 8X32 DIGITAL REVERBERATOR 
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by Brooke Sheffield Comer 

Real estate agents in Westport, 
Connecticut, looked askance when 
Dan Hartman asked for a "house with a 
sound." He looked at 60 before choos-
ing a 16-room colonial as the site for 
his most recent home studio, Multi 
Level. With a control room, two perfor-
mance studios, glass, and every room 
wired for sound, there's a fine line bet-
ween Multi Level and a professional 

studio. If anything, Multi Level, with its 
16 rooms on nine different levels 
(hence the name), offers more diverse 
sound potential than the average pro-
fessional studio. 

An aficionado of home studios 
since his first, in a 35-room Long Island 
estate with the Edgar Winter band, 
Hartman has upgraded his equipment 
and saved certain original pieces, like 
his three Teletronics LA2As, to create a 
room that gives him the exact sound he 
wants, a sound that sent "I Can Dream 
About You" to the top of the charts. 
"My AKG BX20E echo units might not 

be state of the art, but I've had 
them a long time and I like the sound, 
so I used those chambers on my 
records," says Hartman, whose writing 
and production credits cover a range 
from Diana Ross to Neil Seclaka. "It's 
a personal thing," he explains, "having 
that private affair between you and the 
creative process. You can only capture 
it by having your own studio. I'm 
looking at a Sympatico 2 to work with 
in the studio, but you can keep up-
grading studios forever and that isn't 
the point. The point is to get the magic 
out of a studio and that's what I'm 
able to do." 

Hartman's studio is in a separate 
section of the house, but under the 
same roof. Since all the rooms on the 
various levels are wired for sound, the 
house has four or five very different 
sounds. "You can put actual musicians 
in any of the rooms and mike them or 
the ambient sound," Hartman explains. 
"I wanted a control room in the house 
so I could go in any time of day or 
night; some place that would lend itself 
to acoustically exciting areas so it 
wouldn't be like you were trapped in 
one studio." 

Multi Level has two main playing 
studios, one higher than the rec-
tangular 15'x 19' control room, and 
adjacent, on the other side of a glass 
wall that is actually two four-foot doors. 
The other 16' x 18' studio is lower than 
the control room, in another part of the 
house with the control room in the mid-
dle. 'That's the beauty of the house," 
Hartman says proudly. "I found it in 
that state, and all I had to do was the 
acoustical work inside the control 
room." 

The console is an automated, 24 
track MCI 538 series, and the speakers 
are Big Reds, which are Altec 604E, 
triamped with Crown amps. Inspired 
by the sound in London's Trident 
Studios, Hartman followed their exam-
ple and put his monitors on the floor in 
front of the console. "I've always loved 
Trident's sound," he reveals, "and a 
friend said 'why not try putting your 
Altecs on the floor and stand if you 
need to hear something critical but 
then sit down and turn them off, and 
it will sound perfect." The monitors 
are run completely flat, with no equal-
ization or baffles around the room. Two 
of the side walls have quieting fabrics 
and the back walls are hard, so the 
room is live. 
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The performance room adjacent 
to the control room is elevated about 
three steps on concrete, and holds the 
seven-foot, conservatory sized Yamaha 
piano. The 19' x 18' space has a 
cathedral ceiling, fireplace and 32 
mike inputs. This completely sound-
proofed area has been the site of recor-
ding sessions with Muddy Waters, The 
Plasmatics, and Johnny Winter. 
Another main area that Dan finds very 
valuable is a 20' high space extending 
the full two stories, with double story 
glass facing a river. The floor is brick 
and one of the walls has a brick fire-
place hearth that stretches the full two 
floors. There are no carpets or drapes, 
so Hartman can send drums into a 

stereo system and re-record the am-
bience through a set of stereo 
microphones that stay in there all the 
time. "I've researched and finally got-
ten the perfect sound blend that I like," 
says Hartman. "It's on I Can Dream 
About You, and my other albums. It's 
an ambient sound I can choose to elect 
and send through the system when I 
want an ambience on vocals, and I 
happen to like this sound a lot." 

In addition to the basics, Hart-
man uses stereo parametric equalizers 
perfected by and purchased from 
George Massenberg; his original, and 
now valuable LA2As; regular 1176s; 
dbx 160 compressors; 949 Eventide 
Harmonizers; AMS and old Lang 

LaSalle Music is the exclusive East Coast Dealer for 

Fairlight C M I We offer both sales and rentals We 

also carry the most comprehensive line of Keyboards 
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equalizers. "I don't have a lot of out-
board stuff," he admits, "but what I 
have is collector's kinds of things that 
help me get the kind of sounds I like. I 
don't have any preferences as far as 
mikes go. I have everything from 
Neumann 47s and 87s to Crown 
PZMs, maybe a total of 20 or 30 in the 
studio. There's also a harpsichord." 

An engineer as well as a writer, 
musician, vocalist and mixer, Hartman 
has never done a lead vocal outside his 
own studio, and he always engineers 
his own work, as a personal signature. 
For mixing he goes out to see what the 
sound is like in another environment. 
"That's where you can make a mistake 
in your home studio," Hartman warns. 
"You can get so tunneled into your pro-
ject that when you make a final image 
of it, it doesn't translate to people out-
side. So I go out and mix with an 
engineer. On my last album though, I 
did three mixes here, and everyone 
like my mixes best." When he goes out 
to mix, Hartman's choice studios are 
Studio 55 and Image Recording in Los 
Angeles, and Sigma Sound and the 
Power Station in New York. 

One problem Hartman finds 
when he records on the MCI and 
mixes on an SSL is a brittle sound. He 
uses Scotch 250 tape instead of Ampex 
for warmth, but finds the best combina-
tion is to work on an SSL to begin with, 
or to take something he did on the MCI 
and run it on a Neve. "It runs like a 
Rolls Royce on the Neve," he says. "I'm 
looking at a Neve board with Necam 
computer, and also a Studer two track 
and an Otan 24 track. I hate to be bor-
ing though, and everyone gets Neve or 
Studer. I think Otari's more exciting. I 
want to change the two track from MCI 
to Studer eventually though. You have 
to be careful about how much EQ you 
have on an MCI, or you can screw up 
the sound by pointing it too hard at any 
one point. I've developed a technique 
of adjusting the synthesizer or the mike 
placement to get just what I want." 

Multi Level is both a conveni-
ence and a monster for Hartman. 
Though he admits it's necessary to 
have a place to put down ideas a cer-
tain way as soon as they strike, such 
easy access to the studio is "both a lux-
ury and a downfall. Not that I'm a 
goody two-shoes workaholic," he ex-
plains, "but there are times when I can't 
stay out of the studio. When you work 
in a professional studio, you have to 
leave so someone else can come in. It's 
easy to overwork when you're creating 
something passionate and exciting. 
Who wants to quit? Who wants to eat?" 

With the close proximity of the 
kitchen to Hartman's control room, at 
least he is spared the fuss and bother of 
sending out for burgers. 
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Composition without Compromise. 
You need to finish the music today. You've got all those boxes spread out all over the 

studio. They're supposed to work together, but they don't... Why? 
Because musical instrument manufacturers refuse to build one instrument that will do 

everything you need. Is this really the future? 
Finally, the needs of composers, arrangers, performers, producers, songwriters and 

studios are being met head-on with a product that is expandable, interfaceable 
and presents a clear vision towards the future of music composition. The Linn 9000. 

Everything you've ever Dreamed of 

in a Drum Machine 

All the sensitivity of a real drummer is here: velocity 
sensitive programming for dynamics, exacting hi-hat 
decay amounts for every note, programmable tempos, 
mix, and tuning for each of the 100 sequences. The 9000 
also offers 18 of the longest and highest fidelity digitally 
recorded sounds yet to date. If you need alternate sounds, 
load them in from cassette, the optional 3.5" disk drive, or 
maybe you might want to sample your own sounds using 
our optional user sampling card. User sampling, the disk 
drive, and SMPTE interlock will be available Spring 1985. 
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Everything You'll ever Need in a 
MIDI keyboard controller 

The ability to compose 32 different tracks on 16 
assignable MIDI channels with all the expression and 
nuance of your performance is now possible. This MIDI 
sequencer integrates perfectly with the drum machine in 
the 9000 yet it's easier to use than a multi-track tape 
machine. The beauty is in the simplicity of the operating 
system; punch-in and out, auto-locate, fast forward, 
rewind, insert a part, copy another, merge them all. The 
9000 operates the way you've always wanted to — 
simply, yet without compromise. 
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Linn Electronics, Inc. 18720 Oxnard St, Tarzana, CA 91356 (818) 708-8131 telex # 704197 LINNELEC UD 
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If you don't hear the subtle differences 
implicit in the M 600's performance, 

don't buy it. 

When an audio product achieves the 
highest levels of technological sophisti-
cation, the subtle differences that set it 
apart from high-priced competitors are 
only apparent to a very few. Many can't 
readily appreciate those differences while 
others are hampered by inferior sound 
reinforcement and recording equipment 
that can't capitalize on the superior 
performance of a mic like the Beyer M 600. 
Still, there are individuals who demand 
something special from their equipment 
and are willing to investigate the finite 
criteria that distinguish it from the rest. 
A comparative analysis of high-

technology mics often involves minute 
differences in sound based on transient 
characteristics, a tailored frequency 
response or specific features intended to 
satisfy particular applications. 
The M 600's unique Hostaphare 

diaphragm produces the kind of fast 
transient response that faithfully captures 
all of the energy, impact and nuances of a 
live performance. The M 600's frequency 
response has been shaped to enhance 
vocals with extra crispness, detail and 
presence. Its classic hypercardioid pattern 
effectively eliminates feedback and its 

rejection characteristic dramatically 
reduces off-axis coloration of the sound. 
Combined with sound reinforcement or 

recording equipment of equal competence 
and integrity, the M 600's distinguishing 
characteristics become apparent both to 
the vocalist and the audience. At Beyer, 
we feel those differences are the reasons 
why the M 600 is unquestionably our top-
line vocal dynamic microphone. 
The Beyer M 600's level of excellence 

is also exemplified by its unusually low 
handling noise and its proven ruggedness 
and reliability. We've included a three-
position equalizer switch for the flexibility 
to tailor the mic's low frequency contour 
to changing acoustical environments. For 
those applications requiring an on/off 
switch, we provide one (optional') that is 
truly both silent and lockable. 
When a vocal microphone represents a 

substantial investment, you have the right 
to expect the highest levels of perform-
ance. The Beyer M 600 was created for 
those performers who demand total 
excellence from themselves and their 
equipment. If you are one of those people, 
the logical alternative is to investigate the 
potential of the Beyer M 600. 

The Dynamic Decision beyerdynamicn 
• Model M 600S 
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rian Eno is something of a 
paradox. He is at once as-
sociated with the avant-
garde and an artist/pro-
ducer who has actually 
had his share of broad com-
mercial successes. His 
most recent work as a mu-

sician is a collaboration with Los 
Angeles-based piano-colorist Harold 
Budd that will likely find only a small 
but devoted following, while on the 
production front, he was behind the 
board for U2's current smash, The 
Unforgettable Fire, which will likely 
sell millions. Eno refuses to be pigeon-
holed, and for that reason he has al-
ways been regarded as something of 
an eccentric. That is probably unfair, 
though; the truth is that he has broad 
interests and broader musical tastes 
and prefers not to be professionally 
walled in by the limiting expectations 
of others. 

Eno has always stood outside of 
the mainstream, even as his name has 
popped up in connection with the 
likes of Roxy Music, David Bowie, 
Talking Heads, Devo, Ultravox and 
now U2. He was a founding member 
and synthesist for Roxy before their 
greatest commercial successes, and 
his production work on albums by the 
other artists mentioned hardly con-
stitute a bow to commercialism. Con-
sider that the three albums he made 
with Bowie—Low, Heroes and The 
Lodger—were unquestionably that 
artist's most adventurous and least 
commercial efforts; he was at the con-
trols for Devo's highly idiosyncratic 
debut; likewise with Ultravox; and 
despite growing popularity over the 
years, Talking Heads (three albums) 
and David Brno (with whom he made 
the truly bizarre but fascinating My 
Life in the Bush of Ghosts) are not 
exactly Top-of-the-Pops. The U2 LP 
may well be the most commercially 
successful project he has ever been 
associated with. 

His own music has covered a 
broad range of styles over the years, 
from the kinetic rhythms and rock of 
his early solo LPs like Here Come the 
Warm Jets and Taking Tiger Moun-
tain by Strategy to his collaborations 
with Robert Fripp and his gorgeous 
albums of soothing ambient music 
such as Music for Films, Music for 
Airports and (though not technically 
part of his "ambient" series) Discreet 
Music and Apollo. 

Recently, writer John Hutchin-
son of Ireland caught up with Eno to 
talk about his multi-faceted career. 
7ohn's interview touches on Eno's 
work with U2, Roxy, his intense inter-
est in the visual arts and much more. 

MUSIC WITHOUT COMPROMISE 
BY JOHN HUTCHINSON 

Mix: Your recent recording project 
strikes me as a curious step for you to 
take. How did you come to be involved 
with the production of the new U2 
album? 
Eno: I don't know the source of the idea, 
but the first person I spoke to in the band 
was Bono. I actually turned down the 
project at first, because I wasn't inter-
ested Xi producing rock music at the time 
— I thought that I wasn't close enough to 
it any more. I called Bono to explain why 
I didn't want to work on the record, and 
while talking to him I very quickly appre-
ciated that he had a certain intelligence 
and commitment that is very uncommon 
in this business. He had a sincerity, real-
ly, about what he was doing 

You have to remember that if you're 
going to spend two or three months with 
people in a studio it doesn't matter what 
they're like as musicians: what is impor-
tant is how you're going to get along with 
them on a day-to-day basis. They could 
be God's gift, musically, but if you just 
don't like them, that's going to be the end 
of the relationship. Anyway, we were on 
the phone for a long time, maybe an 
hour or so, and he said several things 
which were very close to notions I'd 
been thinking about, and I was very sur-
prised. For instance, I'd been thinking 
that I didn't care what kind of music I 

worked on as long as I felt it had soul of 
some kind. I only wanted to be involved 
in things that I felt would engage several 
parts of my spirit at once, that would 
satisfy lots of different demands. 

Mix: So it was basically Bono's motiva-
tion that drew you to the project? 
Eno: Absolutely. It was what he ex-
plained about the way the band felt, 
about the kind of approach they wanted 
to take towards this record. One of the 
first things I said to him was "I don't know 
your music at all well, and it seems to be 
an area I'm not very interested in. So if I 
were to work with you, if I did make a sig-
nificant contribution, it would probably 
change the direction of the music. If I did 
anything, i would be to bias the music in 
some way." Bono replied that that was 
exactly what they wanted. 

Mix: Can you be more specific about 
what the band wanted from you? 
Eno: I think it was that many of the 
records they looked up to as models 
were ones that I'd been involved with, so 
they saw me as a link between a lot of 
music that they had learned from. In a 
sense they wanted to tap the source, al-
though of course I wouldn't claim to be a 
source — just an ingredient. They felt 
that the music of various people I'd been 
involved with — Bowie and Talking 
Heads, for example — had changed dir-

FEBRUARY 1985 65 



(action when I worked with them. But 
whether I was a cause or consequence of 
that change is, I suppose, debatable. 

Mix: Did you take a dominant role as 
producer? 
Eno: No, I didn't think I needed to, ac-
tually. There were some occasions when 
I felt I had to make a point strongly, and 
they had more to do with the selection of 
material than anything else. When we 
started there were about 17 or 18 pieces 
under consideration, so I came in to hear 
them in demo form. Some of them really 
stood out as being absolutely brilliant, 
and others didn't. But unbeknownst to 
me, some of the pieces that didn't stand 
out had been worked on for weeks, so 
the band had no wish to surrender them. 
It was a bit like a gambler who has lost 
$2000 wanting to put up another $2000 
to get his money back! So I had to be fair-
ly categorical about it. Besides, I knew 
that during the process of recording new 
pieces would be generated, and indeed 
that did happen — probably four songs 
on the album came up during studio 
time. 

So I think that the only really domi-
nant position I took was to say: "Look, we 
cannot work on this number any 
longer." One of the songs which didn't 
make it onto the record, and which I felt 

from the first time I heard it wouldn't, 
took five or six days of time, recording it 
again and again. The band kept trying to 
play it better, but it wasn't the playing, it 
was something not happening in the 
composition itself. Apart from that, 
though, there was no need to take a 
dominant role, because U2 was the most 
intelligent group I've ever worked with, 
in the sense of a real, natural, intelli-
gence. There's something very clear 
about the way they behave, and to me 
that's very admirable. 

As far as I'm concerned, really great 
music is not going to come from a bunch 
of guys playing instruments, but from a 
particular group of people who get on 
with each other. As a matter of fact, I 
hadn't seen this for years until I saw it 
again in U2. For most of them it's their 
first band, and as Dan [Lanois] said, that's 
something you can't disregard. It is like a 
young couple who stay together for 50 
years: no alternatives were considered. 
They set it up and were happy with it. I 
found it very touching that U2 still really 
like each other; there's no alliance 
against one particular member, which 
I've seen in almost every other band. 
They respect each other's good qualities 
and shortcomings. 
Mix:ThePearl, your own new album, is 
another collaboration between you and 

Bryston's 2B-LP 
Bryston has been known and respected for years as the manufacturer of a line of amplifiers which combine the 
transparency and near-perfect musical accuracy of the finest audiophile equipment, with the ruggedness, reliability 
and useful features of the best professional gear. Thus, Bryston amplifiers (and preamplifiers) can be considered a 
statement of purpose to represent the best of both worlds - musical accuracy and professional reliability to the 
absolute best of our more than 20 years' experience in the manufacture of high-quality electronics. 
The 2B-LP is the newest model in Bryston's line, and delivers 50 watts of continuous power per channel from a 

package designed to save space in such applications as broadcast monitor, mobile sound trucks, headphone feed, 
cue, and any installation where quality must not be limited by size constraints. As with all Bryston amplifiers, 
heatsinking is substantial, eliminating the requirement for forced-air cooling in the great majority of installations. This 
is backed up by very high peak current capability (24 amperes per channel) and low distortion without limiting, 
regardless of type and phase angle of load. In short, the 2B-LP is more than the functional equivalent of our original 2B 
in spite of the fact that it occupies only half the volume, and will fit into a single 1.75" rack-space. 
The usefulness of the 2B-LP is extended by a long list of standard features, including: Balanced inputs; female XLR 

input jacks; dual level-controls; isolated headphone jack; and individual two-colour pilot-light/clipping indicator LEDs 
for each channel. In addition, the channels may be withdrawn from the front of the amplifier while it is in the rack, vastly 
facilitating any requirement for field-service, including fuse-replacement. 
Of course, in keeping with Bryston's tradition of providing for special requirements, the 2B-LP can be modified or 

adapted to your wishes on reasonably short notice, and at nominal cost. 
Best of all, however, the 2B-LP is a Bryston. Thus the sonic quality is unsurpassed. The difference is immediately 

obvious, even to the uninitiated. 

Other amplifiers in Bryston's line include the model 38. at 100 watts per channel, and the model 48. 
at 200 watts per channel. All ratings continuous power at 8 ohms at lets than .01% IM or THD. 
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Harold Budd. How does that partnership 
work? 
Eno: It works in rather a peculiar way. 
Its an unconventional relationship. 
Harold plays and records piano pieces 
in Los Angeles, where he lives, then I 
receive the tapes, listen to them, and 
edit them into a shape. In other words, I 
take a passage that I like, that has a begin-
ning and end, and then build a structure 
with it. 

Mix: Were these improvised piano 
pieces? 
Eno: Yes, Harold would find a mode and 
play within it. 

Mix: Would you say that your part in the 
collaboration was mainly technical? 
Eno: My musical contribution exists in 
the context of the recording studio — the 
idea is that I try to make the treatment of 
sound a musical act rather than a tech-
nical one. You know how an engineer 
will usually put on echo in a studio in a 
very uncritical way? Well, I'm trying to 
make that a "musical" act. I ask myself 
questions like: "What can I do with this 
echo that really makes the sound 
resonate or ring, or will bring out some 
feature of the sound that might not other-
wise be apparent?" So, for instance, on 
several of the pieces on The Pearl I 
divided the sound into four or five fre-
quency bands, and put a different kind of 
echo on each one of them; consequently 
a high note will ring in a particular way, 
and may even sound like a different in-
strument. There is a short piece with very 
slow piano and with what sounds like a 
Bulgarian choir in the background, but 
in fact the "choir" is the result of treat-
ments of that one piano performance. 

Mix: Do you have your own studio? 
Eno: I work with Dan Lanois in Canada, 
where he has a studio: I've worked there 
almost exclusively for the last five or six 
years. 

When I was living in New York I had 
experience in a lot of studios which were 
entirely unsuited for this kind of work; 
they were much more suited to a finger-
snapping type of product. This music is 
just not compatible with that environ-
ment — its like trying to paint a water-
color in an advertising agency. I wanted 
to work somewhere where the the engi-
neer was sympathetic to the music, 
which was very hard to find in New York 
because they're attuned to power, high 
volume, and so on. Anyway, I definitely 
found what I wanted in Dan, and he's 
become much more than an engineer in 
these projects. 

Mix: Do people like Harold Budd and 
Dan Lanois gravitate towards you? It 
might be unfair, but one only knows 
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Who Uses Soundtracs? 

Pete Townshend that's who! 
When Pete Townshend wanted to purchase a mixer 
for home use he obviously had the choice of every 
mixer available in the U.K. Pete was looking for 
flexibility such as 16 extra inputs on re-mix, 
transparent equalisation, high resolution control of 
the effects returns with equalisation 2nd compatibifty 
with — 10dbv or + 4dbm tape machines (he's got 
quite a fewli. 

Pete took his time, asked around and kept being 
referred back to the Soundtracs 8-16 series. After one 
day's evaluation Pete's decision was made — the 
Soundtracs 16-8-16. 

'.c(711rT-RM 

affordable quality 

"the only mixer in the 16 track market designed 
with the musician in mind — either you people at 

Soundtracs are musicians or you've talked to a lot 
of people. I'd recommend this mixer to anyone — 
and tell them that I paid full retail price for the 
16-8-16 I bought!" 

Pete Townshend 
November 7th 1984 

Dealer list and brocnure for music industry from: MCI Music Inc. 745 One Hundred and Ninth Street Arlington, Texas, 76011. Tel: (817) 469 I 600 

In Canada: Omni Media Corporation Ltd 9653 Côte de Liesse, Dorval, Ouébec H9P IA3 (514) 636 9971 
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Eno with U2's Bono (left) 
and The Edge recording "The Unforgettable 

Fire" in Ireland's Slave Castle. 

them through their association with you. 
Eno: No, actually it's the other way 
around, because I was drawn to both of 
them. I heard a tape of some of Harold's 
music many years ago — in fact it was 
given to me by someone who made 
rather disparaging remarks about it. It 
was described as "a bit sweet," and in the 
context of the avant-garde that's dismis-
sive! But I loved it, and I went on to pro-
duce a record of his music. It was a very 
painless record to make, and it was one 
that I loved, and continue to love. I kept 
in touch with Harold, and then gradual-
ly, very innocently, the idea occurred 
that we might do some work together. 
My first collaboration with Harold, 
Plateaux of Mirror was wonderful, 
because the project just fell together in a 
nice way, which was constantly surpris-
ing to us. Indeed, the record always 
stood as a kind of pinnacle to me, and I 
used to wonder if I'd ever make another 
one like it again. It was so simple to do, 
and so magical when it was finished. 
Months later I discovered it again, and it 
got to the point where I was in awe of the 
record. I couldn't understand how it had 
come about, and I just didn't know what it 
was that made the project happen, as it 
was done very unself consciously. 

Mix: Was your work with Jon Hassell 
undertaken in the same spirit? 
Eno: Yes. Jon is another musician I was 
extremely attracted to. Jon and Harold 
are alike in one respect — they exist on a 
number of fringes, like the intersection of 
several areas, and as a result they're not 
embraced by any of them. I find people 
who "straddle" very interesting because 

they're making hybrids, they're putting 
things together in a different way. 

Mix: Unlike, say, Steve Reich and Phil 
Glass? 
Eno: Yes, they're definitely at the center 
of something. I'm more attracted to the 
opposite of purism — synthesism, per-
haps — and Harold and Jon are syn-
thesists. As such they tend to be ignored; 
they don't easily fit and they're not easily 
accessible in terms of one tradition. I 
don't say this to dismiss him, but its very 
easy to see Steve Reich's place in con-
temporary music. You can trace his posi-
tion in terms of a progession of ideas: you 
get to minimalism, La Monte Young, 
drones, repetition, and so on, and its 
almost logical to expect a Steve Reich to 
emerge at the end of it; whereas some-
one like Jon, who is also of that school in 
one sense, is at a tangent to that direct 
progression. 

Mix: You're a man of contrasts. Your sen-
sibility seems to be able to encompass 
both the quiet introversion of your "am-
bient" music and the neurotic extrover-
sion of your work with Talking Heads 
and David Byrne. You like found sounds, 
spontaneity, and letting things happen, 
yet at the same time you have a need for 
structure and control, for holding things 
together. 
Eno: I often think that one does one thing 
as an alibi, so one can secretly do some-
thing else. I'm always theorizing, always 
coming up with schemes. These schemes 
may vary from essential matters such as 
one's approach to a particular work, to 
abstract mathematical notions. Alter-

natively, I might thebrize about how to 
combine certain people and what kind of 
roles to suggest to them. But what usually 
happens is that once a system is in place 
and the work is going on, you realize that 
you'd really like to be doing something 
else. You have to have this alibi to silence 
some part of your mind. There's always a 
part of one's mind — mine, anyway — 
that's saying "Come on, let's stay in con-
trol of things, you can't just go in there 
and piddle around." And in fact I can't, 
because I don't achieve results if I do 
that. But it's almost as though the strict 
discipline allows you the freedom to do 
something else. I think that all artists have 
techniques that allow them to make fast, 
intuitive strokes. One of the most com-
mon of these is a long period of boring 
preparation. There's a proverb about 
that: "A fruit ripens slowly, but falls sud-
denly," or words to that effect. 

Mix: These conjunctions of opposites, 
the approach you describe, sound quite 
oriental! 
Eno: Yes! I remember reading a story 
about Japanese calligraphers who would 
spend most of the day grinding pig-
ments, preparing brushes, and so on; a 
long procedure which, being Japanese, 
was rigidly applied, and then, just before 
dusk, they'd do a picture very quickly. It 
would be inconceivable to them to paint 
without that long preparation. There are 
two parts of me: one is the wide-eyed 
child, fascinated by combinations of 
sounds, little mixtures that have never 
been heard before, and then there is the 
other part, serious critic, which says 
"Come on, what's so interesting about 
that?." Sometimes the critic is useful 
after the event, but he's not useful during 
it. You've got to get him out the way for a 
little while. 

Mix: Given the contrasting styles you've 
worked in, how do you decide what kind 
of music to make? 
Eno: I've always made music on the basis 
of what I would like to hear. I'd ask myself 
"What is the music I most want to hear, 
but doesn't exist?" There is plenty of 
music I love but don't make — like 
gospel, which is just about my favorite 
listening music if I want something up-
front. So people are always saying "Why 
don't you make a gospel record?" and 
my reply is "Why should I? There are so 
many people doing it anyway, and I 
don't think I would be anywhere near as 
good." 

Mix: Your "ambient" music is sometimes 
described as "background" music, and 
I've read interviews in which you appear 
to accept that description. Why is that? 
Is it a clever ploy to disarm possible 
criticism? 
Eno: I'll tell you about that. I listen to 
music quite a lot, but I've seldom found 
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Eno and David 
Byrne during the 
making of 'My Life in 
the Bush of Ghosts." 

the kind of music I've always wanted to 
hear. There have only been a handful of 
records that have occupied that cate-
gory. In a Silent Way by Miles Davis is 
one of them, and there's a record called 
Virtuoso Harp Music which is another; 
there aren't really many more. Oh yes — 
I made a tape of the slow movements of 
the Haydn String Quartets, and that 
counts as another. What I wanted, and 
what I heard on those records, was a 
kind of music which didn't produce emo-
tional surprises, which presented an 
emotional situation that held steady for 
quite a long time. In other words, a 
"steady-state" kind of music. 

Mix: Could you also call it "contempla-
tive?" 
Eno: Yes, I think so, and maybe "melan-
choly" as well. What I liked about it was 
that it was even enough in temperament, 
you might say, for one to slide over, for 
one to go on with one's work or whatever 
one was doing, but also that it was rich 
enough to be gone into or investigated. 
That's a rare thing in music; you often 
hear great music that is very rich, but it's 
also very demanding — it doesn't want to 
be in the background. Most rock is like 
that, because it's designed to assault you. 
On the other hand, there is also music 
that is designed to remain in the back-
ground, and which cannot withstand 
close investigation. So I thought "Why 
not try to make music that can occupy all 
of these possibilities, where the listener 
can choose his position in relation to it?" 
Then, of course, this idea got translated 
as "Eno is making background music." 

Mix: Does your music have a spiritual 
significance for you? 
Eno: I suppose it's the center of whatever 
spiritual life I have, but it's an aspect of 
my music that is so unclear to me, so 
complex to explain, that I keep waiting 
for the day that I'll be able to say simple 
things about it, as you imagine wise peo-
ple might do. It's as though there's a cen-
tral point that I can't make: I can just pro-
vide signposts saying that if you go a par-
ticular way you might find it. 

Mix: There's an old spiritual tradition of 
doing that. 
Eno: Yes, I suppose so. But it depends on 
how far out your signposts are. I'm trying 
to get them closer all the time. My music 
and exhibitions provide a context in 
which I can explore the collision of cer-
tain kinds of ideas. For example, you can 
approach things in several different 
ways, as I was saying earlier. You can 
approach something logically, in a 
rational way; you can approach it 
pragmatically, the improvisation way; 
you can approach it in terms of strengths 
and weaknesses, in terms of what you 
have and don't have. There are many 
other ways as well. What I'm interested 
in is blending these approaches. At least 
that's the kind of mood I'm in now, so 
we'll see what kind of work that pro-
duces. 

Mix: Do you consciously analyze every-
thing you do? Do you take notes on your 
thoughts? 
Eno: Oh yes, I've lots of notes [Takes a 
handful of small black notebooks from a 

box on his desk, and opens one of them] 
These will give you an idea of them. I've 
been keeping these books for years and 
years — they contain diagrams for 
pieces and so on. The last five or six 
years are in here. I've got about 45 of 
them in all. 

Mix: I'd bet that they're the result of your 
art school training. That reminds me — 
did you come across all the musicians 
you recorded on the "Obscure" series 
while you were at art school? And why 
did you decide to make the series? 
Eno: There was an historical reason for 
that. You know how all the American 
avant-garde composers always had a 
terrible amount of attention — in recent 
years there has always been the sense, as 
in painting, actually, that America was 
the cauldron of creativity. Well, in 
England — and in other parts of the 
world — there have been music scenes 
that have had their own special and odd 
identity; they were different and not so 
highly financed. I thought it was really a 
shame that music of that sort was going to 
fade from view, so I recorded it. 

Mix: You mean music that developed in 
places like Portsmouth School of Art? 
Eno: Yes, exactly. It was the same im-
pulse that led me to make a record called 
No New York, which included music by 
New York bands that I knew were not go-
ing to last for more than a few months. 
But for that little period of time they really 
said something about the mood of New 
York; they were like cultural insignia for 
that time. It was the first occasion I'd lived 
in New York, and that kind of music, 
which was almost psychotic, struck me 
very forcibly. 

Mix: Was that what you had in mind 
when you formed Roxy Music? At first 
Roxy seemed like a flourish, a grand 
gesture, but then, unexpectedly, it ex-
tended itself. 
Eno: Yes, it was like that. It was the exten-
sion that I didn't much like — I guess that 
was why I left. You can only extend 
things by echoing them. 

Mix: It was almost as if the band had 
been leading an underground life before 
coming to the surface, and then ap-
peared with its style fully developed. The 
first album or two were like the fruition of 
something that had been maturing for 
some time. 
Eno: In a certain way it had been, 
although not just as a collective group. 
First of all we rehearsed for nearly a year 
and a half before we ever played public-
ly, and that's a very long time compared 
with what bands do now. And we had the 
notion that we were bringing together 
lots of ideas that we had separately ex-
plored. You see, I came from my fine 
arts/musical background; Bryan [Ferry] 
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had come from a fine arts/soul music 
background, and Andy [MacKay] had 
come from an English literature/avant-
garde music background — so while we 
all overlapped, we covered slightly dif-
ferent territory. The idea of binding all 
these things together was fascinating. It 
was a strange experience for me, 
because, to be honest, I never expected 
Roxy to be successful. I didn't think for a 
moment that we would be a big band, 
but I enjoyed doing it, and I had nothing 
else to do: I wasn't going to get a job or 
anything. I didn't think about what it was 
going to lead to. The idea that I might 
make a living as a musician didn't occur 
to me until I was about 24 or 25, which is 
fairly late by today's standards. 

Mix: That was when you left Roxy 
Music? 
Eno: Yes. It wasn't by any means self-
evident before that. 

Mix: Do you have any immediate plans 
for the future? 
Eno: Some years are "doing" years, and 
others are "thinking" years. I'm just 
about ready for a "thinking" year, par-
ticularly as I've been drifting more and 
more towards the video work that I've 
been doing. 

Mix: I gather you've just completed a 

video for commercial release, called 
Thursday Afternoon? 
Eno: Yes, although I hate using the word 
"video," because it immediately makes 
people think of pop videos! I call the 
things that I do "video paintings." [Goes 
to desk and finds stills from Thursday 
Afternoon] As you see, they're conceiv-
ed and composed as paintings, but they 
move — very slowly. And I always use 
the monitor on its side, so the pictures are 
vertical. I shoot that way too. There are 
seven basic images in the video, all of 
one woman, and it becomes quite 
strange towards the end — almost mor-
bid in a way. 

Mix: Is the video about glamour? 
Eno: No, not at all. It looks that way, 
doesn't it? But somehow that's not the 
feeling I get when I look at it. I wanted 
each sequence to belong to a different 
era, to belong to a different time. This 
one, for example, is very seventeenth 
century and it has a Rembrandt feel to it. 
In the video the color drifts continuously 
to one side during that sequence, as 
though the creature was being subjected 
to a soft, electronic wind. The wind just 
blows the color off her. 

Mix: Have your videos been influenced 
by anybody? 
Eno: No, hardly at all. I hate video! I 
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think that video has always been 
misunderstood as being a story-telling 
kind of medium, whereas I believe that 
the main concern of the video-maker 
should not be ideas or images, but an in-
vestigation of light. I felt the same when I 
first started playing with recording 
studios: I thought "Here is something that 
nobody has understood yet." I carne to 
the conclusion that what are generally 
called gimmicks are really the nub of the 
matter. 

Mix: I understand that at your recent ex-
hibition in Tokyo you had a very sophis-
ticated soundtrack to accompany the 
video paintings? 
Eno: Yes, I used a 24 track system. It was 
something I never heard until the day it 
started, because I couldn't simulate it. 
But it really solved a problem that I had 
been thinking about for a long time, 
which was how to correlate continually 
changing ambient music with a par-
ticular environment. Oddly enough, as I 
hadn't been able to hear it beforehand, 
the music sounded amazingly "con-
structed." Sometimes there would be a 
lull and a silence, and then everything 
would come in at once. Twenty-four dif-
ferent sounds would start at the same mo-
ment, just as though someone had in-
tended them to. In fact, people who went 
to the show would not believe it had been 
made this way — they were convinced 
that it must have been a carefully con-
structed piece. 

Mix: So it had the same balance of seren-
dipity and control that we talked about 
before? 
Eno: Yes, that's right. The control lay in 
the choice of sounds that I thought would 
work well together. In the show I used 
many different kinds of loudspeakers. 
There were some very big ones, and 
there were some tiny little ones high up in 
the building, and others under the floor. 
They formed stereo pairs along strange 
diagonals. 

Mix: Did you go to Japan with most of 
your ideas fully worked out? 
Eno: No! I nearly cancelled the show 
about four days before the opening, 
because I was so nervous about it. We 
ran into a very big problem when we got 
there, as we found that they hadn't finish-
ed building the gallery! I had never 
worked with that much equipment 
before, and I couldn't get anything put 
up. In any other country it would have 
been impossible to have held it together, 
but the Japanese people were so well 
organized that it all fell into place. I was in 
absolute terror for days, and it wasn't un-
til about half an hour before the show 
opened that I felt happy with it. But as it 
turned out, I think it was the best thing 
I've done, both in video and ambient 
music. 
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SYNTHESIZERS 

AND 

PRODUCING 

IN THE 

ELECTRONIC 

AGE 

It's 1985 and for better or 
worse, there's no denying that synthesiz-
ers have had a profound effect on the ap-
proach to producing contemporary music 
today. As an example, background string 
parts are now used as routinely as reverb 
and .equalization on most songs, due 
mainly to the proliferation of polyphonic 
synthesizers with decent sounding string 
patches. It would be safe to assume that 
fewer productions today would incor-
porate such extravagances if this low-
cost technology were not available and a 
real string section were required. 

At the same time, the computer-
ization and MIDIfication of electronic 
music have brought infinite possibilities 
for both creativity when used properly 
and banality when misused. We talked to 
a number of producers selected from our 
producer listings in this issue about how 
synthesizers affect their work and the art 
of producing in the electronic age. 

ARTHUR WRIGHT 
Southern California-based pro-

ducer Arthur Wright is a man of many 
talents: composer, arranger, engineer, 
and artist. He also owns NSP Studios, a 
24 track facility in Lynwood, California. 
His credits include working with Thelma 
Houston, Billy Preston, Paul de Souza, 
The Pips, Diana Ross, Jose Feliciano, Sy-
reeta, the Thank God It's Friday sound-
track, and many other artists over the 
years. He is currently working on his solo 
album, which combines fusion and tradi-
tional jazz styles. 

Mix: Have synthesizers changed your 
approach to producing? 
Wright: Before, I used to write arrange-
ments with different players in mind. In 
the past few months I've been able to go 
into the studio alone or with one other 
musician; it's quite easy to do a number 

of different things with different textures 
and layering those textures works well. 
Sometimes I can do the whole thing my-
self—all the synthesizers, rhythms, drum 
machines, bass and guitar. 

On the horizon in the near fu-
ture is a complete computerized set-up; 
we have an Apple II and we're just get-
ting some music software programs 
now. The approach is quite different—it's 
creating ideas while sitting at the console 
with the machines and me; rather than 
sitting down to map out everything, do-
ing all the music, handing it to a copyist, 
and getting together with the artist to 
work out melodies. It's an easy way to 
produce from a musician's standpoint, 
and it's even easier now with all the MIDI 
interface stuff. There's nothing like actu-
ally playing the parts, but it seems like 
programming and sequencing are really 
taking over. 

Mix: When you write, do you start from 
a synth or drum machine and build from 
that? 
Wright: I write with a pen. I don't neces-
sarily have to be around an instrument to 

write, but I usually start with a guitar and 
work out the various parts on that—the 
bass patterns, then the chords, progres-
sions, syncopations and so forth. Some-
times the bass drum is integral and is 
there from the start, but usually I work 
out the drums last. 

DANIEL VAN PATTEN 
While perhaps best known for 

his work and longtime association with 
the techno-pop band Berlin, Daniel Van 
Patten is an exacting producer who has 
worked extensively in studios in Britain 
as well as in the U.S., for artists such as 
Big Country, Violent Femmes, Madness, 
and former Berlin member Chris Velasco. 
Like several of the other producers we 
talked to, Dan also owns a studio, his be-

ing the 24 track Advanced Media Sys-
tems in Orange, California. His most re-
cent project is working with The Cold, a 
popular New Orleans group. 

Mix: How have synthesizers affected 
your work? 
Van Patten: I do a lot of work using the 
Roland MC-4 Microcomposer, basically 
to get a complete track worked out at 
home before using the studio. Obviously 
you can't use synthesizers on every type 
of music, but I find myself using the Kurz-
weil 250 a lot lately, because it has the 
samples of traditional acoustic instru-
ments. Now in preproduction I find my-
self thinking how I can use various syn-
thesizers to build a basic track. 

When I write a song, I start with the 
MC-4 for the basic chord progression 
and bass line. That allows me to play dif-
ferent melodies over the top while I find 
one I like. When I find one I like, I load 
that into the MC-4 and I have the com-
plete structure of a song. In some ways 
the synthesizer has dictated the way I'll 
produce things, and that technology can 
demand that you do things in a certain 
way. You sometimes have to fight against 
that to keep a new and different ap-
proach happening. 

In many ways, the synthesizer has 
taken me back around and given me a 
greater appreciation for hearing real in-
struments. Just recently we were mixing 
a session that came into my studio that 
the London Symphony had recorded for 
a choral group doing a Christmas pro-
ject. The difference between hearing the 
strings on that project and synthesized 
strings was like night and day. There's 
just no way the synthesizer has gotten to 
the point where it sounds exactly like a 
given instrument. 

One of the things I've tended to do in 
the past year is to get away from using 

PH( )1.0 ( ;''HY f41 II 

drum machines. I'll still use a drum ma-
chine to lay down a track for a drummer 
to play to, and sometimes I'll keep the 
bass drum from the drum machine, be-
cause that way it's perfectly locked in 
with the sequencer. There's no way you 
can make the cymbals sound correct on 
a drum machine, but music technology 
is constantly changing and in five years, 

74 MIX VOL. 9, NO. 



45 not ¡rue 
As a pioneer in the world of multi-track, 4-track was fine in the 
beginning. When 8-track came along, it was great. Now eight 
is not enough! Akai's revolutionary new MG-1212 is the an-

swer! A 12-channel mixer combined with a 14-track recorder: 
twelve tracks for audio and TWO EXTRA tracks for internal 
control of built-in computerized auto punch in/punch out; and 
for external controls like click or SMPTE eliminate the need of 
using valuable audio tracks. Mai's new high-speed 1/2 " 
cassette technology, combined with EE tape fidelity, 
offers mastering quality and ease of tape loading. 
Buy an Akai MG- 1212. . . I did! 

Jeff Baxter 

^ •••• 
- • •.• 

d. : • -6: itp 
à • -• - 4 .6 s At, . ,Ó -11i • • , S oll-F 

• - • • milt - 
• . , À b - «, • s'• , 

, . , 4. C. et • 
; • , • s 

'11» • el S• e 
,‘ .• • 

-110 •"-Abe•- .1' • . 6 --. • 

-`• -1P, • ;be.' -, pp - 
.` -lop , • 

'tef 
- '• • 

- 
„ e 

P.O.Box 2344, Ft Worth, TX 76113 
817-336-5114 

Circle *050 on Reader Service Card 



it will probably be indistinguishable from 
real drums on a record. 

Mix: What kinds of things do you see 
ahead in the future for music synthesis? 
Van Patten: I think we're going into a 
distinct period of change right now. The 
approach to music is changing. In the fu-
ture, there will be more people studying 
music technology rather than musi-
cianship. There are a lot of kids growing 
up today whose parents have bought 
them computers, and I think we may be 
entering a really different era of music 
soon. This opens up the field of music to a 
lot of people who otherwise wouldn't 
have the dexterity to play an instrument, 
yet might be just as creative as the next 
person. We're in a new age of technol-
ogy with digital recording taking off and 
new things happening in music technol-
ogy every day. 

PETER LINK 
New York City based producer/ 

composer Peter Link is one of a growing 
breed of artists who have welcomed syn-
thesizer technology into their work. Be-
sides being nominated for two Tony 
awards for his Broadway scores, he has 
also written and produced music for 
films, television, and record projects, in-
cluding two cuts on Beat Street, indus-
trial and commercial music for House 
and Garden, BMW, Clairol, Seagrams 
and others. At press time, he was busily 

involved in remodeling his 16 track Wes-
trax Recording Studio to accommodate 
his large array of synthesizers. 

Mix: How have synthesizers affected 
your work? 
Link: Tremendously. My output has 
probably tripled now because of synthe-
sizers, but that's partially also due to the 
fact that I own my own studio; in fact in 
the next few days we are knocking out 
the back wall of the control room and 
moving it back eight feet, at an expense 
of about $10,000, just to have more 
space for synthesizers and to leave them 
set up. What we were doing was taking 
one to two hours to set up for a session, 
and later take another hour to break 
down. Now we'll be able to walk in, 
throw a couple of switches, and start to 
record. 

Mix: Have you also been using synthe-
sizers for pre-production "sketching?" 
Link: Sometimes I do, but I'm more into 
writing on synths now. The synthesizer 
has changed my whole approach to writ-
ing. I used to sit down at the piano or 
guitar and write a song, and then ar-
range it. Now I arrange the song first and 
by the time I finish that, the melody be-
gins to grow and flourish. 

In the next two months, we're going 
to tie the Apple II computer we have in 
the studio in with the synthesizers. 
There's some software for the (Yamaha) 

DX7 with the Apple, where you can real-
ly see the parameters of your modifi-
cations. There's a lot of new software 
coming out which will probably make 
the DSX (Oberheim sequencer) obso-
lete, but I love the DSX. It's a great ma-
chine and I've not seen anything which 
can beat it—Oberheim keeps doing up-
dates to keep it current, but I think the 
computers will beat it sooner or later. 

Mix: How have synthesizers affected 
production budgets? 
Link: It's unbelievable. I am now pro-
ducing master singles and it's costing me 
about $150 per single, whereas the in-
dustry standard is about $10,000. I own 
the studio, the synthesizers are there, 
and we work very heavily with the DSX. I 
usually only need to pay the background 
singers. Our output is higher, and our 
productions are better. Another thing is 
you can put a line down and go back and 
change it three days later. I have to admit 
that before, there were times when I felt 
"Well, the budget just won't let me do 
that." 

ROBIN McBRIDE 
Robin McBride has worked both 

sides of the desk, as a producer whose 
credits include the Ohio Players, Chuck 
Mangione, Buddy Miles, Chico Hamil-
ton, Bohemia, and Heartsfield, as well as 
an A&R man who started with Columbia 
Records, later managed Folkways Rec-
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ords, and was A&R director for Mercury 
Records for a decade. He now offers in-
dependent production, artist manage-
ment and music business consultation 
services from his Chicago office. His 
most recent project is working with Mil-
waukee artist David Ram. 

Mix: Do you think that synthesizers have 
changed artists' approach to writing? 
McBride: Sometimes, but I've noticed a 
counter-streak. I sense that a lot of writ-
ing today has a lot more melodic content 
than that of a few years ago. Also today 
there are many performers at the top of 
the charts who are not writing their own 
material, and ten years ago this was 
much more rare. Consequently there is a 
greater outlet for the pop music song-
writer than there used to be. Songwriters 
creating material for performers used to 
be the exclusive province of country 
music and soul or R&B, but I see a resur-
gence of that. 

Mix: So you think we're getting away 
from the mainly drum machine/sequenced 
synthesizer type of song? 
McBride: I think so and I think the charts 
reflect that. If that was true and that was 
the easiest and best way to write a hit, 
then Huey Lewis would be sweeping up 
a diner now or something. We're in an 
era of pop songwriting again, and al-
though I like to be a bit more radical, a bit 
more on the cutting edge, I also have a 
great love for things that reflect musical 
values, and I'm seeing a lot more of that. 

Having been on both sides of the 
desk, as an A&R director for 15 years 
and as a full-time and part-time produc-
er, I think a lot of the basic tenets still ap-
ply. There are many A&R guys that are 
guided by internal and external politics 
rather than the material and what an act 
has to offer. Generally there are more 
accessible A&R people than there used 
to be, but unfortunately I still see a lot of 
deals being made that truly aren't worth 
it, in the face of talent that is screaming 
for recognition. 

THE FUTURE ROLE 
OF PRODUCERS 

by Bruce Pilato 
At the Fifth annual New Music 

Seminar, held last summer at the New 
York Hilton, many themes and ideas 
were bounced around in the 20-odd 
panel dierussions that filled three solid 
days. But among the most talked about 
and hottest debated topics, was the role 
of record producers in the future and the 
ever-changing relationships between 
producers and their artists. 

The seminar, attended by 4,000 
music industry members, was con-
siderably broader in scope than the 
previous new wave-oriented ones of the 
past. The music discussed this year was 
not limited to any particular category, 
other than "music for the future." That 
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opened up attendance to people from all 
facets of the music business, including 
such mainstream artists and producers 
as Daryl Hall St John Oates, Peter Wolf, 
and Yes producer Trevor Horn. 

It was pointed out at more than 
one panel discussion that the role of the 

gineer anymore!' I wanted a certain kind 
of input and ideas and ways to make 
things work, that went beyond the knowl-
edge that I had of the board. I'm not go-
ing to read Mix magazine every month 
trying to keep up with it; I need someone 
to keep up with it. 

RICHARD JAMES BURGESS 

by Bruce C. Pilato 

"Before I start any album, 
says Richard James Burgess leaning 
forward on the edge of his chair, "I sit 
down and write the objective of what 
I'm trying to achieve on that particular 
project. My objective with this record 
was to make something that was state-
of -the-art, that didn't sound like it was 
state-of-the-art." 

For Burgess, one of a new 
crop of hot, young British producers 
whose peers include Rupert Hine, 
Rusty Eagan and Tevor Horn, talking 
about Richard James Burgess, a six-

song EP released recently on Capitol 
Records, comes quite easily. He knew 
exactly what he wanted when he start-
ed the project over 18 months ago. 

Like Hine, Burgess is a rec-
ord producer who decided to become 
an artist. After years of making techno-
pop records, both as a producer and 
•as a member of the ahead-of-its-time 
electronic duo, Landscape, Burgess 
has made his own album, one that took 
him back to his roots musically ('60s 
American soul), but also kept him on 
pace with the ever-expanding state of 
studio technology. 

Whether or not he sells rec-
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producer in the record industry is once 
again on the rise. The self-produced art-
ists of the late '60s and '70s have become 
rarer these days and we're now seeing 
the emergence of "the super producers," 
who include such notables as Quincy 
Jones, Phil Ramone, Trevor Horn, Ar-
thur Baker and Nile Rodgers. 

One reason for this trend is the 
fact that record companies are less likely 
to gamble these days. As the music busi-
ness gets more sophisticated, it also be-
comes more calculated, and the self-in-
dulgent, self-producing artist is increas-
ingly seen as a potential risk so they are 
now often being replaced by studio 
whizzes with proven track records. In 
addition, rapid advancements in tech-
nology are requiring more qualified indi-
viduals behind the board. 

"I've always wanted total con-
trol in the studio," Lou Reed told the 
seminar during the "artists" panel, "but 
the technology has moved so quickly 
that I couldn't keep up with it." Reed 
recently brought in recording engineer 
John Jansen to co-produce his New Sen-
sations album. The result is Reed's first 
chart success since "Walk on the Wild 
Side" and one of his most critically 
popular records to date. 

"What I wanted out of an engi-
neer was more than most engineers were 
willing to give—and still get credit for just 
being an engineer. I talked to a lot of peo-
ple before making the last record and 
they said, 'you're talking about co-pro-
duction; you're not talking about an en-

"I'm in a hard position," Reed 
continued, "because I want someone to 
agree with me, but then again on the other 
hand, I want someone to point out if some-
thing is wrong without getting me upset!" 

James Brown, unquestionably 
this year's most colorful celebrity (his ad-
dress was interrupted when he stopped 
to perform the famous James Brown split), 
said that he, like Reed, has decided to 
turn over the reigns to someone more 
qualified, in attempt to make records 
more likely to compete in today's market. 

"I used to produce a lot of rec-
ords for myself," he said "and thank God 
I was successful. But the greatest thrill of 
my life was watching somebody else pro . 
duce James Brown. You just have to co. 
operate and thank God you've got some-
body who loves you. And with unity, it 
all comes through." 

Other artists, however, dis-
agreed. The role of the producer and the 
artist eventually boiled down to a discus-
sion of objectivity vs. subjectivity, with 
no clear winner emerging. 

"I understand what James Brown 
and Lou Reed have said," noted John 
Oates, "and their points are very valid. 
But for us, though, working with Daryl— 
he's producing me and I'm sort of pro-
ducing him. We found that rather than 
look for the objective view of an outsider, 
we go for the subjectivity of having some-
one so close to what it is that we believe 
in, that we get more pure and coherent 
vision. For us, it's turned our whole 
careers around." 

"I think subjectivity is a good 
thing in an artist," Oates' partner, Daryl 
Hall told the audience. "That's why we 
started producing ourselves. I think 
there's little enough purity in music today 
and if an artist can create some through 
subjectivity, then that's a good thing." 

Hall remarked that they had 
gone through several major producers 
in the business with marginal success un-
til they took control themselves in 1980 
with their Voices album, which yielded 
four hit singles. 

"I've never had any success 
with someone who had a strong sense of 
style," said Hall. "I worked with Todd 
Rundgren and he's a perfect example of 
someone who has too much sense of 
style in his production and overshadows 
whatever he does. He's a great artist, but 
he's not a great producer." 

In addition to Hall & Oates, this 
year's seminar hosted several other pro-
ducers, who are recording artists them-
selves, among them, Nile Rodgers, Mi-
chael Jonzun, Richard James Burgess, 
George Clinton and Rupert Hine, who 
has been a recent mainstay on pop 
charts with his work with The Fixx, How-
ard Jones, Chris DeBurge, Tina Turner 
and others. 

"As far as self-producing, I find 
it really difficult," said Hine, who has 
sandwiched a solo career between pro-
duction gigs. "I've made nine albums be-
tween myself and a band I had in the 
'70s, and it's never been easy. When 
working with another artist, objectivity 
can corne smoothly, if you know them 
well, but when you're producing your-
self, you're sitting there trying to figure 
out how to get objective." 

Richard James Burgess, whose 
production credits include Adam Ant, 
Wang Chung, and Spandau Ballet, says 
he needs his own career as an artist as an 
outlet for creative ideas he can't neces-
sarily force upon the acts he produces. 

"It's very complimentary to 
work as a producer and as an artist. 
There are two kinds of producers: the 
producers who make their own records 
and the producers who make records for 
an artist. When I make a record for an 
artist I try to bring the best out of the artist 
and make him something he is proud of. 
Obviously though, every good produc-
er has a great deal of creativity, and 
needs an outlet for that. I find that outlet 
through my own records." 

Michael Jonzun, currently high 
on the charts with Peter Wolf's Lights 
Out LP and a leading R&B artist himself, 
feels artists should produce themselves if 
they believe strongly in their own vision: 
'There's no fooling myself. I've had other 
producers produce my band and myself 
and they just didn't give me what I want-
ed to hear. I just feel I can do it better than 
anyone else. When I stop having hits 
then I'll stop producing myself." 
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That's Nikkors advantage. 
This year marks our 50th Anniversary. 

We've been making major contributions to the 
fidelity of audio art for most of that time. 

In the '60s, we introduced America's first 
fully solid-state receiver. With our exclusive 
Terada Circuitry, we were first with MOS FETs, 
DC Servo-Lock, and scores of other innova-
tions that have revolutionized the industry. 
We still have the only 3-year unconditional 

(fully-transferable) warranty on the market. 
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tolerances, we can back it. 
And this year, we are expanding our 

marketing posture laterally with more new 
entries than at any other time in our history. 
An opportunity for full-line Authorized 
Nikko Dealers? Yes! 
And, that could be your advantage. 

NIKKD® 
The power of technology. 

5830 South Triangle Drive, Commerce, CA 90040 
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"Each time I go back to Berldee, I am reminded of how 
the school continues to offer its students the very best whole 
music experience. There is so much of today's music in the 
curriculum-and their studio facilities are outstanding. Berldee 
students are trained for a career in today's music industry. 
The student-alumni roster speaks for itself." 

—Anf Mardin 
Grammy Award-winning producer and arranger Anf Mardin is 
Vice President of Atlantic Records and has produced albums for 
Aretha Franklin, Chaka Khan, Melissa Manchester, and Roberta 
Flack, among many others. 

Berklee has helped produce thousands of professionals 
who now enjoy successful careers in all aspects of today's 
music business. For a current catalog, contact the Berldee 
Admissions Office. Call toll-free 1-800-421-0084 (9 a.m. to 
5 p.m. EST). In Massachusetts call: 617-266-1400. Or write: 
BERKLEE, Admissions Office, Dept. MX3, 1140 Boylston 
Street, Boston, MA 02215. 

Berklee 
College of Music 

Where careers in music begin. 

Both artists and producers alike 
agreed that it is imperative for each to 
understand the other and their inten-
tions. Strong personal relationships are 
needed just as much as strong working 
relationships. Quincy Jones and Michael 
Jackson, Phil Ramone and Billy Joel, and 
George Martin and The Beatles were 
among the examples discussed. 

"Peter [Wolf] and I were work-
ing together and I got to know him real 
well," said Jonzun. "I like working on a 
personal relationship with the artist, 
therefore, I can feel more involved, my-
self. The more I know a person, the better 
I can work for him." 

"I think it's essential to get to 
know the person well and feel like 
friends," said Rupert Hine, "otherwise, 
you're just putting a professional hat on." 

Both Hine and Connie Plank, a 
West German producer who is best 
known for his work with Ultravox, said 
that a personal commitment by the pro-
ducer to bring out the best in the artist 
must be made initially, or else the project 
will most likely be a failure. "First," said 
Plank, "I ask myself if I understand the in-
tention of the artist, then I try to design a 
method of reaching that." 

By the end of the seminar it was 
pretty much agreed by most that the 
trend of using established independent 
producers was going to be the wave of 
the future, because if for no other reason, 
that's the way record companies want it. 
And they, of course, control the purse 
strings. Gary Gersh, an A&R executive 
for EMI-America Records, confirmed 
that, however, he made it clear that the 
majors have no desire to contrive group-
ings. He claims they only want what's 
best fpr everyone involved. 

"Finding a producer is a divi-
sion of what ArSzR men do," he said. "It's 
with the help of those guys and with the 
help of the record company in putting a 
team together, that makes it happen. 
That's the only way it's going to happen. 
For artists, producers, record compa-
nies and everybody to be putting them-
selves at odds with each other is a major 
mistake. The only way we're all going to 
be successful is for us all to work 
together." 

The role of producers in the in-
dustry has nearly reached a level where 
their names can often make or break a 
record's initial reception. Radio pro-
grammers even admitted they often go 
by producer's credits when deciding 
whether or not to check out a new record. 

"There's probably the same 
amount of interest from the public in pro-
ducers as there is for films and their di-
rectors," remarked Hine. "People at-
tracted to a film want to know who's di-
recting it. They must have an interest in 
film, but if they find out their favorite di-
rector directed it, they might go see it. 
Maybe that's the parallel now." 
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A BIG PART OF OUR 
MICROPHONE TEAM 
COMES IN EACH BOX 
Most companies concentrate 
their resources on innovative 
hardware and elaborate 
processes in an effort to 
achieve the " ultimate" product. 

At Crown, we believe a product 
can be no better than the 
people who create it. Sounds 
trite, but it's true. 

By focusing our attention on 
bringing together some of the 
finest creative minds in the 
industry, we've been successful 
ir developing a long list of 
highly innovative products. 

Products such as the DC-300A, 
D-75 and D-150A. 

These products and others 
have firmly established our 
reputation for quality, reliability 
and innovation in the field of 
electronics. 

Expanding our emphasis on 
"human technology" to 
microphones, Crown has 
assembled a team of research 
and development engineers 
who are among the most 
respected leaders in the field of 
electro-acoustics. 

While the industry is already 
enjoying the initial fruits of 
their efforts ( PCCTN-160 and 
PZM® microphones), you can 
expect to see many more of 
their product innovations in the 
months to come. 

It's the inevitable result of 
human technology. 

Where people are the driving 
force behind technological 
achievement. 

For your information packet on 
Crown's latest microphone 
products please write us in 
care of Dept. B. 

crown. 
1718 W. Mishawaka Rd. 
Elkhart, IN 46517 
(219) 294-8000 
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In the past, low price has often been equated with low quality. No longer! 

DOD's R-830B and R-831B EQ's feature computer aided design, low 
noise, high slew rate, low distortion, and extremely accurate controls. 
Add to this DOD's low prices, and the result is two of the most popular 

EQ's on the market today. 

• Modular PC board construction 
• Center detented, linear potentiometers 
• All metal chasis 
• Four-level LED output indicators 
• Low cut filter 

• Bypass switch 
• 12 dB boost or cut 
• Signal to noise greater than 95 dB 
• IM distortion less than 0.01% 
• One year warranty 

If you haven't yet discovered the true equality, you owe yourself a 
visit to your nearest DOD dealer for a demonstration. 

5639 South Riley Lane 
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—FROM PAGE 78, BURGESS 

ords as an artist himself remains to be 
seen, yet Burgess feels certain he has 
achieved what he had set out to do. 
The EP, with its well crafted, B&B 
oriented pop songs, stands out not for 
its crystal clear production and use of 
electronics but, rather, for its warmth 
and humanistic feel — something that 
has become more of a rarity the-Jo days 
with each 12" dance mix that is released. 

"I must admit," Burgess says 
apologetically, "I had been guilty in 
the past of being so infatuated with 
technology that technology took over. 
Sometimes that's not a bad thing — 
sometimes it's interesting to explore 
technology to its limits and certainly 
that taught me a lot — and although I 
try to use the latest stuff, you can't use it 
just for the sake of using it." 

After five years of producing 
records by such artists as Adam Ant, 
Spandau Ballet, Nina Hagen, America 
and the now-popular R&B act, New 
Edition, the 35 year old Burgess felt he 
had musical ideas that needed to be re-
leased. Unlike many other producers, 
Burgess didn't want to channel his art-
istic visions through the record pro-
duction of other musicians. 

"Being an artist myself is quite 
useful in the sense that I don't have to 
impose my own will on another artist. 
You can carry a big stick, but that gets 
dangerous. When I'm working as a pro-
ducer I try to be as transparent as pos-
sible. I try to act as a translator; an inter-
preter. I don't want it to be my record 
when I'm producing someone else's." 

Burgess has been a studio-
holic since the late '60s, working on 
both sides of the glass. While attending 
the Guildhall School of Music and 
Drama in London, he formed one of 
the earliest avant-garde electronic 
groups, Accord. He continued his 
education in New Zealand and then, 
eventually, at the Berklee School of 
Music in Boston, where he won the 
GLAA Young Jazz Musicians Award. 

Soon after, he paired up with 
another young musician named John 
Walters and the two formed Land-
scape in the late 1970s. Much in the 
vein of Kraftwerk, Landscape signed 
with RCA and in Europe only had 
scored two international hits, "Einstein 
A Go Go" (a dance opus warning of 
the potential dangers of nuclear war) 
and "Norman Bates." 

Although not a commercial 
breakthrough, Landscape did open 
the doors that groups like Thompson 
Twins and Eurythmics have since 
walked through. In retrospect, their 
sound and videos have been judged 
years ahead of their time, though there 
is an irony that Burgess hasn't escaped. 

"Five years ago, if you made 

an electronic album people thought 
you were weird. Now, if you don't put 
electronics on a record, people don't 
think it sounds modern enough! 

While in Landscape, around 
the turn of this decade, Burgess 
became engulfed in studio work. For-
mally trained in drums and percus-
sion, he did the lion's share of session 
work for many of the European disco 
hits and drummed for Trevor Horn's 
Buggies and Kate Bush. 

It was also during this time 
that Burgess began working with tech-
nician Dave Simmons on what would 
become the first step in the future of 
percussion, The Simmons SDS elec-
tronic drumkit. Burgess worked with 
Simmons for over two years devel-
oping the instrument whose name has 
since become synonymous with elec-
tronic drums. Along with developing 
the drums themselves, it was Burgess 
who brought them, as well as the Linn-
Drum Machine, to the forefront on the 
European and American studio scene. 
It was a movement he has since chosen 
to move away from for his debut 
solo record. 

"You see, I've been working 
with electronic drums for 4 or 5 years 
and I've reached the point where I'm 
not so fascinated by that cleanliness 
anymore. So when I came to New York 
to start this record, the first thing I 
decided was that I was going to use 
real drums. That was something that I 
wanted to do. I decided to record the 
drums with a good deal of ambience; I 
thought that was more the character of 
that old drum sound. 

Though Burgess has made a 
conscious attempt at making a "warm-
er" album than most of those coming 
out of the techno-pop league, he hasn't 
turned against using the newer tech-
nology. Much of the sounds on the 
record were made with Fairlights and 
similar sound sampling keyboards and 
acoustic drum tracks were subtly sup-
plemented with electronic tracks. 

Richard James Burgess is 
also a record that makes no bones 
about being a commercial effort. Al-
though Burgess initially turned in a full 
album of ten "singles," Capitol cut it to 
an EP to keep the price down. What re-
mains are six carefully constructed 
songs geared expressly to land on a 
DI's turntable. 

"That's something that comes 
from being a producer," Burgess 
remarks with a slight laugh. "At the 
end of the day, no matter how great 
you produce, if you don't produce at 
least two hits, you tend to go down as 
the one who didn't do a very good job, 
even though you've made this beau-
tiful album. And sometimes, that's 
a shame." 

SAVE BY BUILDING 
OUR RACK MOUNT 

STUDIO 
EQUIPMENT 

QUADRAFUZZ — four separate fre-
quency bands of distortion are mixed 
for the smoothest fuzz you've ever 

heard. no. 6720 $ 39.88 

HYPERFLANGE/CHORUS — the 
cleanest, widest range, most versatile 
flanger anywhere at any price. 
no. 6750 $149.95 

VOCODER — unmatched perfor-
mance in a versatile, low cost rack 
package. no.6710 $99.95 

HOT SPRINGS — user's agree, short 
of studio plate systems, you won't 
find a better reverb at any price. 
no. 6740  $59.95 

ADD $3 SHIPPING 
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Innovative, cost effective designs by 
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kits from: 

MA Electronics, Inc. 
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INDEPENDENT 

ENGINEERS & PRODUCERS 
RICHARD ADLER 
Engineer 
RICHARD ADLER ENGINEERING SERVICES 
P.O. Box 21272, Nashville, TN 37221 
(615) 646-4900 
Credits: Ricky Skaggs, Dolly Parton, Neil Young, John Hartford, 
New Grass Revival, Osborne Bros. John Starling, Shel Silverstein, 
Tracy Nelson, Natalie Cole, Sam Bush, Bela Fleck, Jerry Douglas 
Tellunde Festivals ( 2). Norman Blake 
Services Offered: Studio recording and muting, (analog and 
drgrtal), location recording for records, film and video System 
design & construction, over 16 years expenence in all phases of 
studio work including design, construction, management, endi. 
neenng and muting Based In Nashville, TN since 1975 

GREGORY ALPER 
Engineer & Producer 
ALPER TRACK 
77 Warren St., NYC, NY 10007 
(212) 349-8095 
Credits: Produced, arranged, composed, performed. Greg Alper 
Band-Alephr (Billboard Pic), Atlanta Wave, I. Beck Global, 
Lovelace•Lovelace, Chesno Straiter-NewLeaf, InHeet-NewLeal 
Healing Gems-Gem, Movie, Video Soundtracks, Commercials 
Services Offered: Producing, arranging, composing in all styles 
dance, rock, pop, jazz Sizzling saxophone solos (a la Jr Walker, 
Mike Brecker). 8 track studios soon to go 24 large room, soundcraft 
24 channel board, seq curruis, Oberherm. Baldwin, lexicon, dbx, 
UREL EV, AKG, digital drums, digital mucciown, cucaracha 

FRANK ARN 
Engineer & Producer 
BANTAM SOUND SERVICES 
149281/2 Moor Park, Sherman Oaks, CA 91403 
(818) 907-5181 
Credits: Tours with Rare Earth Band, George Benson, Tommy 
Balm, Keith Carradine Parliamentifunkacielic and more Gold 
record "In Flight" with George Benson, platinum record "Night 
Moves" with Bob Seger Prior education includes A A in Electncal 
Enguwenng Certificate in Recording Encsneenng from University 
of Sound Arts 
Services Offered: I am available for full service production for new 
bands, including buying or renting complete pro P A systems, 
stage production, discounts on instruments, booking/ engineering 
recording dates in various major L A studios I am currently work 
mg with bands in the Midwest area and can connect bands with the 
best in Midwest agents for tours Sending hand promos and tapes 
are a must I can help get you out of the top 40 circuit and wito the 
studio Also available for consultations, live showcases in San Fran 
cisco or L A area, independent recording engineenng and five 
sound engineering, and live sound engmeenna for maror tours 

CLIFF AYERS 
Producer 
CLIFF AYERS PRODUCTIONS 
62 Music Sq. W., P.O. Box 17126, Nashville, TN 37203 
(615) 327-4538; 361-7902 
Credits: Started producing records for his own label Emerald 
Records in New York in 1951 Through the years he has had pro. 
duchons released on Decca, Columbra, MGM, Discover, MCA and 
many other labels Presently owns Amenran Sound Records and 
produces some 20 artists 
Services Offered: Recording and video productions under 
American Sound Records and Emerald Records owned by Ayers 
Music Town Distributors & Promotions Co distributes independent 

Following is a list of indepen-
dent producers and engineers 
who responded to our recent 
survey. The information was 
supplied by those listed, and 
thus Mix is not responsible 
for its accuracy. We urge 

other independent producers 
and engineers to get in touch 
with us in order to be includ-

ed on our next update. 

labels and The Music City Entertainer Newspaper In its 13th year of 
publIcation. It promotes artists and has its own record charts called 
"HotPope" Cliff Ayers Productions also leases masters for its 
Emerald Record label. 

JOHN BACCIGALUPPI 
Engineer & Producer 
ENHARMONIK PRODUCTIONS 
1660 12th Ave., Sacramento, CA 95818 
(916) 447-8257 or (916) 446-3088 
Credits: Winterhawk, Moro, The Clique, The Numomx, Rhythm 
School, The Convertabl, Faceofitch, Bumps Blackwell, KROI 

FM, KENZ AM, KSAC FM, KAOS FM live recording and rein-
forcement; More Allison, Nat Adderly, and Linda Waterfall 
Sound reinforcement Systems Engineer, Club Minimal: Dream 
Syndicate, Laaz Rockrt, Dead Kennedys, Bangles, Agent Orange. 
Toy Dolls, Circle Jerks, Game Theory. and True West 
Services Offered: Record and demo engineering/ production. 
Preferential rates at a George Augspurgerdohn Edwards dessin 
ed 24 track MCI and Quad-Eight studio Lexicon digital reverb 
and delay Wide mike selection including vintage tube mikes 
Own computer controlled digital synthesis equipment Computer 
and synthesizer programming and performance. Digital mixdovm 
available Direction towards new music and rock'n'roll Have done 
jazz and classical Friendly, personable and easy to work with 
Solid musical background, teohrucal exrenence, and ears to go 
with it Reasonable rates, and I am willing to work on spec if the 
project is right Willing to travel Resume, references and portfolio 
on request 

JOHN B. BAKER, JR. 
Engineer & Producer 
BPR PRODUCTIONS 
Old Village Road, Shelburne Falls, MA 01370 
(413) 625-6164 
Credits: We have done radio and television jingles throughout 
New England for a number of advertising agencies, banks, oil 
companies and the United States government. 

Services Offered. We will develop radio tingles from beginning 
to end, working in conjunction with the client with our expert stall 
until the job rs complete We also offer young musicians an oppor-
tunity to make a state of the art demo recordma and studio ex• 
penence for a very reasonable pnce 

WILLIAM C. BERENDS 
Engineer & Producer 
VOYAGER ONE PRODUCTIONS 
P O. Box 1259, Browns Mills, NJ 08015 
(609) 893-5132 
Credits: Blackfoot, Ted Nugent, Chuck Berry, (leech & Chong. 
The National Lampoon Show, lack Bruce, David Johansen, Robert 
Gordon, Spider, The Stranglers, The Crampe, The Dead Boys, 
Crack the Sky, John Cale, John Mayall, Budgie, Chillsvack, Roy 
Buchanan, Baby Grand, Iron Butterfly, Lenny White. Voyager 
One, and many others 
Services Offered: Concert dr studio engineering ( 1(1 years exp.), 
4 track demo production St remote recording, production 
assistance — meting & arranging, very good with effects & syn. 
thesrzers Studied analog & digital synthesis at Princeton Uruversi• 
ty Extensive musical background—guitar, ba., keyboards, 
vocals ( 18 years exp.) Available as musical or audio consultant 
No project is too big or too small, give me a call Further informa-
tion available upon request. 

GLENN E. BERKOVITZ 
Engineer 
11929 Windward Ave., Los Angeles, CA 90066 
(213) 313-2776 
Credits: Television/film credits Include "Max Maven" (Universal), 
"Choices" (PBS), "Rituals" (Metromedia), "Eat It" by 'Weird' Al 
Yankovic, "Automatic Man". by Michael Sembello, and many, 
may others Music credits include Cris Williamson, Michael 
Sembello, Emulator Corporation, Body Music, and more 
Services Offered: Specializing in audio — production and rxer 
production — for film and televisron. I bnng to my work a 
thorough knowledge of all systems in use today As a post• 
production muter (sweetener), I have made a point of learrung and 
deuelopmg methods to combine different formats — multitrack, 
vioect film, mag film, etcetera, along with various SMPTE and 
syre sugnaLs The result is a more versatile and flexible attitude, 
and set of abilities, to achieve the best end product available for 
your project, large or small Production audio services are also 
available. 

JOHN BERRY 
Engineer & Producer 
JOHN BERRY, COMPOSER/ARRANGER/PRODUCER 
4540 S Rural Rd. (F8), Tempe, AZ 85282 
(602) 839-5898 
Credits: Composer/arranger of I (X) nationally published works 
for razz ensemble, orchestratodproducer(wnter of museaLs, pro-
doer of jazz ensemble albums, creator/producer of numerous 
poles 
Services Offered: Specialist in creating synthesized musical pro• 
duct of almost any nature jingles, film music, sound effects, demos 
(from vocal single to fully orchestrated musicals) Private produc• 
hot studio allows maximum quality and complete cost effec-
tiveness 

—LISTING CONTINUED ON PAGE 86 
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Where 
the hell is 

San Francisco? 

(15 minutes south of TresVirgos) 

All work and no play makes dull records! 

There's no more playful place to record than San Francisco, 
and no easier studio to play in than TresVirgos. 

Easy because our revolutionary Chips Davis LEDE Design control room 
takes the guesswork out of recordang. 

For the hours between sessions our out-of-town guests like the clean air, 
the City, the Coastline and the accommodations we arrange to make your 

playtime playtime. 

Find out for yourself why so many clients who've come here last 
wish they'd come here first. 

Ask anyone who's played here. 

We're in it for the music. 

TresVirgos 
Studios 

(415) 456-7666 San Rafael, California 94901 
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JjHN BERRY 
Tempe, AZ 

ED BLERLING 
Engineer & Producer 
DER HEAD PRODUCTIONS 
3820 136th Ave , Hamilton, MI 49419 
(616) 751.5340 
Credits lee ten grail'sit si Heeording Vieekshau , 
Ohio, Engineer prone eretraer Holland. MI, I- 1 DI Enguieer 
fc WIce led.) AM, Haled, MI Worked tor blue Suede 
Shows/Clars lens Stage erew for Yes show Ft Wyoming, Grand 
Rapids MI 
Services Offered Will use any sA skills indicated above, anytime 
anywheee. 

MICHAEL BISHOP 
Engineer & Producer 
BB1ANNA RAE PRODUCTIONS 
13678 Butternut Rd., Burton. OH 44021 
(216) 834-1350 
Credits: Enuuneered (records) Fleetwood Moi. Live." Highway 

Canceco Symphony Cnncurnatti Pops Orchestra, Cleveland 
Orchestra, Pere Uhnu, Michael Stanley, O lays, Dew, Kees Matea 
Rcbben Ford. Wild Cherre James Gang, Ans bevel. (tingles) 
Usated Van lines, Seaworla Republic Steel, Milwaukee Brewers. 
Cypress Gedeas, (produced. Wendy Warren, Nombres, Biear 
roe, Una 5. Pet Dailey 
Services Offered. Fteeording engineer, prcdueer, mixer, disk 
mastenng erqurner and ehoergrapher oflennei services in all 
phases ce stele, re:olden, digital and analog unriuding Jude for 
vireo, ten, a- v, recuras and demos Over IS ,roars of pro ex 
omen,/ means alot less headaches and lower co-as for the client 

RON BLACK WOOD 
Engineer & Producer 
BLACK WOOD MUSIC GROUP 
Box 17272, Memphis, TN 38187.0272 
(901) 365-6900 
Credits: Prretinced procuseed or associated with Ware Nelson, 
Jerry Wallace the blackwocei Singers and Al Green 
Services Oleredu Ful scale record production. national radio pro. 
motion music publetuna 

CARSTEN BOHN 
Producer 
LINGO MUSIC 
314 W. 53rd St New % it, NY 10019 
(212) 582-8800 
Credits: d u, RANI/SI-A:au L P s ' Humor' Hemorlrutercord 
'Mother Goa.. Shces'Intereurd. -C B Radio' Inter--uni . C B 
and DJ Hollywood 12 inch I feel grear/Fnlyeram U.S plus 
several productions for -reldrery Adventure re 'urdo ,ere 35 
albums) 
Services Offered. Every aspect from the original idea to the final 
maeter in derail eurnpostor. arrangement, perloanaree, prods:'• 
hor, and punishing "I'm a musician at heart, plajeng drums and 
keyboards, eci I sing toe" 

TERRY R. POWER 
Engineer & Producer 
MOMBOW PRODUCTIONS (Div. of San Andreas Sound) 
Studio 4, 1810 Cliff Dr., Santa Barbara, CA 93109 
(805) 9628621 
Credits- :area Littlepage, Nonnan Allan, baekeilk Peters, Iron 
Curtain ',UR irAi 6, Haborred 101, JK'Etwrgyr I ern Lange. Am 
bush, Hollywood Fats Bluer Band, Famous People Paul Heft/ 

INDEPENDENTS 

Uval Heft:, Molly Dey The Rave, Fourplay, The Shades, Giant 
, • Deek, Double Entente, Bandy Cede Lee 

Ser.., ended , .• T1OSP, thrust & brains, lise ex. 
• ..an the mad gee: u • Y ..• Theabili. 
.uno vary' ; 1: J eoming 

enerater ; deeer ai is, touch with lOddy s musicians while 
maartarrariti a solid foundation in the past 

IDr I BOYEFI 
Engineer & Producer 
JAMES BOYER COMPANY 
P.O. Box 303, South Salem, NY 10590 
(212) 873 6375 
Credits leuelacer tnepert Hr-aver, Peter Cetera CHS/multe 
artists. Supine Said DdrCIS Engneenrig bully Joel, Chicago. 
George Henson Heatwave. Kenny league. Linda Ronstadt, Paul 
Sanos, Karen Carpenter. Phoebe Snow, Boland Vazquez Feature 
films Places ai the Heart " " Arthur," "Silkwood," 'Yea- -Easy 
Money Have also reorded and engineered music for multiple 
televusion and video sinews 

PAUL 13RANNOCK 
Engineer & Producer 
313725 Lexington # 353, Fremont, CA 94536 
(415) 797-9626 
Credits I U years exponerse Owned and operated pro quality 
studios Vari,u, rdcl, 'terno tapes for local bands instruc-
tloi ta¡ »es 
Services Offered' . :quell° tapes for industrial appbcs-
hons Hades spas lout'' ordings 2 or 4 channel (live per. 
tormances andior rehear., Also independent engineer & pro. 
duoer specializing an low r ict demo tapes Access to video pro-
duchos facility 

JAMIE BRIDGES 
Engineer 
240 Mariposa, Brisbane (S F. area), CA 94005 
(415) 468.1622 
Credits: t. 'utintry Joe McDonald Wm Howard Ill, Rhythm Riot, 
Leluenne. back Alive Jimmy Me-Craekin, Edwin Hawkins, Mid-
way Inner City Assisted Journey, Huey Lewis and the News, 
Tom C:eter. Marty balm, Sammy Ilagar Sonny Rollins, Steve 
Douglas, Pete Escovedo. S V L, Mutants Tony Rice, Kate Wolf, 
Roy Thorn., Baker. Andy lohre and Dr Renee Wore 
Services Offered: I can engueer and help you produce without 
getting au the way of your muse or work with your producer. 
Also. I work at most of the San Francio-o Bay Area studios, so give 
me a call and I -an help you pick the studio or studios best suited 
tar your muse and budget 

MICHAEL BROVSKY 
Producer 
FREE FLOW PRODUCTIONS 
1209 Baylor, Austin, TX 78703 
(512) 474-6926 
Credits: Christopher Crone, Carde King, Firefall, Jerry Jeff Walker, 
Joe Ely, Guy Clark, 
Services Offered: Full development and production and produc. 
ton renters for records. film and video 

PHIL BROWN 
Engineer 
548 N. Michigan Ave. #2, Pasadena. CA 91106 
(818) 440-0553 
Credits: have engineered for such people as Hiroshima, Al 
McKay, Ernne Watts, The Motor City Clew, Pete Robinson, Harvey 
Mason, Catch, Rick Dees, various commercials arid TV specials, 
and dozens of unknown stars 
Services Offered:loiter all services needed in recording and mix-
ing records and commercials lm familiar with electronic editing for 
digital mixes I m also familiar with analog and some digital syn-
thesizer programming. My rates are reasonable, so give me a call. 

RANDY D. BRYANT 
Engineer & Producer 
BRANDY/SWANN PRODUCTIONS 
4005 Brookhave Club Dr., Suite 113, Dallas, TX 75234 
(214) 620-8685 
Credits: Have recorded and/or mixed: 480, 5(), 6:00, 7:(X), 
8:00 jazz lab bands • North Texas State Uruversity. Chris Buzzelli 
Quartet, Vicki Lynn and The Country Gentlemen. Brittany. 
Services Offered: Willing to work with solo arid/or group acts all 
the way through to the final product. Willing to consult in any style of 
project, big or small. Can put together written estimate of total 
recording package. Can get price breaks in certain areas of record-
ing project. Have earn, will travel. 

BILL BURCH 
Engineer & Producer 
BILL BURCH PRODUCTION SERVICES 
777 Marion Ave., Palo Alto, CA 94303 
(415) 323-1633 
Credits: Music production and soundtrack design for car-
porateenduerial clients such es Apple Computer, Hewlett. 
Packard, ROLM Corp, PG & E, Pacific Bell, Syntex. Ultratech 
Stepper, and United Way. Former music coordinator for the 
NBC.TV series"Farne." 
Services Offered: My experience in professional music prcduc. 
ron and sound design both in the Bay Area and Los Arcades 
enables me to offer a comprehensive production service to the 
corporate client. Utilizing my own complete multetrack facility, I 
am able to compose and produce onginal music, audition talent, 
produce narrations, and search for and edit bleary music for 
video, AN. and commercial productions. I feel I understand the 
needs of the corporate client and have been successful in pro. 
%riding my services in a prompt, professional manner. 

DAVID 'db' BUTLER 
Engineer & Producer 
0.T.L. PRODUCTIONS 
121 Concord Rd., Sudbury, MA 01776 
(617) 897-8459 (24 hours) 
Credits: Engineering: Maurice Starr, "Blazing Starr," RCA; 
Michael Jonzun, 'The )onzun Crew;' Boston, "Boston II," Epic; Chip 
Harding, "Where Is the Woman," ¡(SO. Produced and engineered: 
The Blend, 'The Blend", MCA; Ictus, "Future Wind." Singles from 
Midnite Traveler, Someone and the Somebodies, Limbo Race and 
Tragus. 
Services Offered: All production from arranging and contracting 
to pressing and dubbing. Specialist in heavy dance mix, fusion jazz 
and heavy metal rock. All progressive pop and rock considered. 
New York sounds at New England prices. 

PETER M. CARLSON 
Engineer & Producer 
HAVE EARS WILL TRAVEL 
407 El Salto, Capitola, CA 95010 
(408) 475-1232 
Credits: Manfred Mann's Budapest Live Album, Lacy J. Dalton, 
Bob Brozman, Patrick Simmons, etc. 
Services Offered: Production engineering, live sound, audio con. 
suiting, etc. 

LOU CASTO 
Engineer & Producer 
RMS RECORDING STUDIOS 
4620 W. Blue Dimond Rd., Las Vegas, NV 89118 
(702) 361-1559 
Credits: Paul Anka, Dionne Warwick, Shirley McClane, Tony 
Orlando etc. plus artists under Atlantic and CBS records. 
Services Offered: Full 24 track and 16 track recording studios. 
Composing, arranging and producing. For more information 
please call or write 

BILL CASHMAN 
Engineer & Producer 
ART ATTACK RECORDS, INC. 
P.O. Box 31475, Fort Lowell Station, Tucson, AZ 85751 
(602) 881-1212 
Credits: Produced and Engineered over 30 albums including 
Street Pajama's second album "No Gold in Jersey" on Art Attack 
Records. The Saddle City Band LP "Bareback" released in 1983 on 
Carte Blanche Records. Compilation albums of Arizona groups for 
radio stations KWFM in 1980 and KLPX in 1982. Produced the 
single "Screwed Again" by Street Pajama as well as their first album 
"I Get Peculiar". 
Services Offered: We offer complete production services from 
product conception to the retail marketplace. Services include 
musical arrangements, studio scheduling, finding and controlling 
the right studio musicians for each particular project, budget con. 
too), creative engineering, record preesing and cassette duplication, 
and record prcduction. We operate our own in-house publishing 
company and have good relations with several other publishers to 
provide the artist with material if needed. We also have our own in-
dependently distributed record label to distribute finished product 
and will consider joint ventures with the artist in marketing product 
through our distribution network. 
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FRED CATERO 
Engineer & Producer 
FRED CATERO PRODUCTIONS 
1301 Chestnut St., San Carlos, CA 94070 
(415) 592-2072 
Credits: Santana, Streisand, H. Hancock, I. Joplin, Brubeck, Simon 
iSit Garfunkel, Chicago, L Ronstadt, The Tubes, Tower of Power, 
Blood Sweat !Sr Tears, Riche Cole, Pointer Sisters, L Nyrs, Sly 
Stone, A. Franklin, Bob Dylan, Count Base Band, Peter Paul & 
Mary, Edwin Hawluns Singers, Beautiful Day; dozens more. 
Services Offered: Freelance engineering and co-production. Rate 
$50 per hour for engineenng/production rate negotiable. 

JOE CHICCARELLI 
Engineer & Producer 
1835 Sunset Plaza Dr., Hollywood, CA 90069 

(213) 654-2064 
Credits: Frank Zappa, Poco, Dingo Boingo, Van Stephenson. 
Romeo Void, The Bangles, Ray Manzarek, Red Rider. George 
Thorcgood, Glenn Frey, Juice Newton, Lone Justice, Stan 
Ridgeway, Hugh Cornwell and Robert Williams. 

PAUL CHITEN 
Producer 
HOT SPOONS PRODUCTIONS 
1226 Harper Ave. #4, Los Angeles, CA 90046 
(213) 656-3775 
Credits: Records for Arista, CBS, Warner Brothers, MCA, Motown 

MTV videos: "Drum Fantasy," Man on the Street. Music for him 
"Witness," LA Olympics special. Focus of a national TV special — 
"Makin Music", which won an emmy award. 
Services Offered: Producing, arranging, mondo keyboards. 

NOLAN C. CHURCH, JR. 
Producer 
CATHEDRAL SOUND PRODUCITONS 
7569 Murray Hill Rd., #222, Columbia, MD 21046 
(301) 953-0198 
Credits: Soundtrack to "Wheelchair Workout" an exercise pro-
gram for disabled persons. 
Services Offered: Music composition, talent, recording. produc-
bon under one roof. Quick turnaround for AV (industrial, educa. 
Sonal, etc) productions 

ALEX CIMA 
Engineer & Producer 
P 0 Box 1594, Hollywood, CA 90078-1594 
(714) 680-4959 
Credits. Some labels GNP Crescendo, Polydor International' 
Deutsche ( irammophon, Chromosome All TV networks. Seleet 
TV, films, trailers, radio/TV commercials and special provets for 
major entenainirient companies 
Services Offered: Audio reeording'produ ton, analog and 
digital musk- synthesis, project troubleshooting instruotion, 
onginal and library music 

MICHEL CLEMENT 
Engineer 
CELECTRONICS 
4251 S Higuera St. # 701, San Luis Obispo, CA 93401 
(805) 544-6505 
Credits: 15 years expenenoe in the mamtenanre design. and 
manufacture of prolamonal sound equipment -kerrer and 
manufacturer ‘ cf Tanner Senes inning consoles and interlace 

equipment used by Up With People 
Services Offered: Maintenance, design. oonsullIper on design, 
and song of studios and sound reinforcement systems. Man' tao 
tare of custom interface equipment and mixing -oto•••le, 

MICHAEL COLLINS 
Engineer & Producer 
DMC SOUND & RECORDING 
12504 Killian Lane, Bowie, MD 20715 
(301) 262-3295 
Credits: Missions The River Session" FP, Missions 7-he I .a.st Detail-
LP, Maiestic's •u•a. ' 1••,••.•• 1.•,•-• tapes for The New St in 
dard, Crossfire 1•1• • • • • • •• • • • ',rebus. Divinity, South 
bound Express. I i , 1 • • •• kutgors, and 1066, 
Services Offered: k reelanta •...enng and prod, king, in, ,ound 
reinforcement, radio and Ott •,1•••.eld TV commerrtal produohon 
Sound reinforcement consultation Demo tape avalable uron 
(111e.St 

JOHN CUNIBERTI 
Engineer & Producer 
JOHNNY DUB 
e. Hyde St. Studios, San Francisco, CA 94102 
(415) 547 5749 

Credits. Rock Chrome, Doug Clifford, Dead Kennedys, Flipper, 
Klaus. lune Millington, The Offs. Red 7, Squares, SVT, Two Tones, 
Tragic Mulatto. Reggae Whispering Lion. Tony Chin, Max Ed-
wards, ka Wah, I World, lack Miller, Soul Syndicate, Titans, Earl 
Zero lave sound. Crystal Gayle, Greg Kihn, Eddy Money, John 
Stewart, Squares, Stevie Wonder, Full Moon Tan. 
Services Offered: Multitrack studio or location re,ording, live 
sound engineering, available to instruct small classes in studio 
engineering or live sound technique, am willing to produce record 
protect il the feelings are right, able to design and install sound 
systems for night clubs and home studios. 

DAVID DACHINGER 
Engineer 
RECORDING & SOUND SERVICES 
200 W 15th St, New York. NY 10011 
(212) 807-7946 
Credits. M.tume, Third World Arnold Shwaueneekker Total 
Body Workout. Robin Clark. Sarah Dish, Alphonse Fiber°. 
canon Cameras, WP1.1-FM, Alejandro I emer. 
Services Offered. Herorchng and mixing of I. I' 's, singles, 
His muse and video sweetening 

MIKE DANIEL 
Engineer & Producer 
MIKE DANIEL PRODUCTIONS 
100 Eldorado Ct., Hendersonville, TN 37075 
(615) 822-3451 
Credits. Mar Davis, larve Fnrke, Bandanna The Wright Brothers. 
Tammy Wynette. George Jones. Conway Twiny, Kathy Tvntty, Joni 
Twiny, Mike Twiny, (Tartes Family, Dobe Gray, Ronnie Prophet, Bill 
Riley, Memlee Rush Wayne Massey 
Services Offered: Full pn-duction, publish-. •: ring, and 
stern!, services Staff rhythm section, singers. 51:,'"', orciducs 
son team Specializing in eustom sessons, upgraded: •• • - V.-Ty 
high placement rate, MANY HITS! For further s"'. '. •ntact 
Mike Daniel 619 822 3451 or Ass! ru-nny Knigh! ! • • u24-8453 
kir publishing ro write to Die Hard Publkhing, k • liox 2285 
Hendersonville, TN -47077 2285 

OLIVER DICICCO 
Producer 
MOBIUS MUSIC RECORDING 

- LISTING corrrnmED ON NEXT PAGE 

FOUR 300-WATT MOSFET AMPLIFIERS 
@ 4 OHMS, IN 3 RACK SPACES $947. 
The PCR800X2 utilizes two completely inde-
pendent power supplies, dual power trans-
formers, 2-speed cooling fans, and even dual 
A.C. power switches. 

This newest model to incorporate our highly-
advanced Phase-Control-Regulation' technol-
ogy, the PCR800X2 actually consists of two 
PCR800s and a PC-X2 front panel. The 19" 
rack mount panel converts the combination 
into a single stereo amplifier, when used with 
any Soundcraftsmen DX Series Preamp, or 
with any source plus our AB-1 Stereo Bridg-
ing Adapter.* 

Used as FOUR-300 WATT BASIC AMPS, it 
is ideal for many other audio uses, such as 
bi-amping, multi-channel systems, etc. 

Each channel, when operating in bridged 
mono mode, produces 555 watts at 8 ohms 
with no more than .05% distortion from 20Hz 
to 20KHz, and employs the latest in Power 
MOSFET output circuitry. 

CURRENT-LIMITING IS COMPLETELY ELIM-
INATED in the design. Total weight is under 
40 lbs. for the complete 555-watt per channel 
stereo amplifier. 

The PC-X2 Front Panel is supplied sepa-
rately. It requires only the 8 front panel 
mounting bolts to be removed and reinstalled 
through the PC-X2 mounting holes. 

*A Stereo Bridging Adapter, Sound-
craftsmen Modél AB-1, is available 
at $89.00. 

PCR 800 e $449. + PCR 800 e $449. + PC-X2 @ $49. = 

= 555 WATTS PER CHANNEL STEREO! PCR 800X2—$947.00 

2200 So. Ritchey, Santa Ana, California 92705. U.S.A./Telephone (714) 556-6191/U.S. Telex/TWX 910-595-2524 • International 'elex: 910-595-2524/Answer-back Code SNDCRFTSMN SNA 
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GT-4 
NOISE 
GATE 
Low price and high 

performance is an 

unbeatable combi-

nation. At $425.00, 

the GT-4 is one of 

the lowest priced, 

per channel, gates 

available. Discover 

what thousands 

already know. The 

GT-4 works better 

than any gate at 

any price. 

For complete 

details, call or write: 

1111 

OMNI CRAFT 

Preston Wakeland 

OMNI CRAFT. INC. 
re 4 Box 40 Lockport IL 60441 

(815) 838-1285 

RAWLSTON 
RECORDING STUDIO 
BROOKLYN'S NEWEST AND BEST 

RECORDING COMPLEX 

FEATURING: 64-INPUT NEVE 8068 CUSTOM 
CONSOLE • STUDER A 80 MULT • A 810 V2 
TK • A BO ½ TK • UREI 813BS • CROWN PSA 
2s • CROWN 150s • EMT 140 • 2 LIVE ECHO 

ROOMS • LEXICON PRIMETIME II • 

EVEIVTIDE DIGITAL PROCESSOR • DBX, 
NEVE LIREI COMPRESSORS • API, UREI, 
PULTEC EQUALIZERS • NEUMAN TUBES, 
ELECTRO VOICE. AKG, SENNHEISER. SHURE 

MICROPHONES • YAMAHA C7 GRAND • 
PF15 ELECTRIC PIANO • FENDER RHODES • 
YAMAHA CUSTOM RECORDING DRUMS • 
DX7, MINI MOOG, OB8 SYNTHESIZER • 
LINN, DMX DRUM MACHINES • SVT BASS 
AMP • ROLAND JAZZ CHORUS GUITAR 
AMP • SIMMONS SDS7 • YAMAHA NS 10 • 
AURATONES • MSQ Q00 • EMULATOR 

1271 FULTON STREET, BROOKLYN 
N.Y. 11216 (212) 622-0010, 622-0216 

INDEPENDENTS 
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1583 Sanchez, San Francisco, CA 94131 
(415) 285-7888 

Credits: Andy Narell, Zasu Pitts Mem. Orch., Mike Marshall, Darol 
Anger, Windham Hill Records, Henry Kaiser, Fred Frith, Esmerelda, 
Eno. Dead Kennedys, Ron Thompson, Steve Se-skin. Cornelius Bum-
reo 
Service's Offered: With ten years expenence working out of our 
own 24 track studio, we offer a full range of services, including 
muscari contracting, production, arranging and engineering. We 
have access to the best studio musicians in the area. Our goal is to br-
ing out the best in your music. 

RICHARD DONALDSON 
Engineer & Producer 
WESTLAKE AUDIO 
1545 N. Bronson Ave., Suite 319, Hollywood, CA 90028 
(213) 466-4852 

Credits Major artist experience from irutial recording through 
mastering Very attractive rates packages with one of the world's 
inest studios. Extensive contacts for projects shopping. Serious In-
man. only. 

CRAIG DORY 
Engineer & Producer 
443 River Road, Fair Haven, NI 07701 
(201) 747-5784 
Credits: Engineering and/or production for: Richard Nases. The 
Cathedral Concert Orchestra, Andrew Carl With, Brad Kamach, 
The Metropolitan Chamber Orchestra, The New Brunswick 
Chamber Orchestra, Delores Bruch, Gilman Collier, The New 
Jersey State Orchestra, Westminster Choir College, George 
Walker, Edward Tatnall Canby, The New Jersey Youth Sym-
phony, et al. 
Services Offered: Specializing in "purist," on-location recording 
of serious (chamber and orchestral) music and jdZZ, we offer the 
hill spectrum of recording/production services for commercial. 
release, archival or broadcast endeavors. from preproduction 
consultation and A&R to mastering, editing and assembly through 
contracting for artwork, tape duplication, LP-record pressing or 
CD production Our master recordings feature minimalist, true-

stereo nuking techniques through custom, all-discrete electronics 
direct to CPDM or PCM digital. 

DUKE DUCZER 
Engineer & Producer 
AL JOLSON ENTERPRISES, INC. 
31 Music Square West, Nashville, TN 37203 
(615) 242-1580 
Credits The finest 8 track facility in town — honest! $25.(X) per 
hour Also featuring real time and high speed duplication using 
Otan and Denon cassette machines. 
Services; Offered: 8 track recording facility featuring an 8 track 
Otan MX 50-50; one Studer B-67, and one Studer A-80 quarter 
inch 2 track or half inch 4 track, arid one Nagra IV. Machines are 
fed from a British split-console design 16 in • 8 out board Out. 
board gear includes: limiter/compressor/gateducker and ex-
pander by Syrnetrix, and a Lexicon 2(X) Digital Reverberator, 
Yamaha Analog delay, etc. Monitors by Westlake and Yamaha, 
amps are Studer and Yamaha; nukes Neumann 84 & 87 and AKG 
452, Shure, Sennheser, etc. We also feature remote audio and 
visual facilities. 

STEVE DYER 
Producer 
ROCKY MOUNTAIN HEARTLAND PRODUCTIONS 
P.O. Box 6904, Denver, CO 80206 
(303) 690-6904 
Credits: Rocky Mountain Heartland Productions is a full service 
production company. Executive producer and studio producer is 
Steve Dyer. Studio Production: Access to some of the finest 
studios in the Rocky Mountain empire. Midwest, Nashville, and 
LA. Muse: Arranged and originally scored for studio orchestra, 
big band, synthesizer, or other combinations L.P. Albums and 
Cassettes: Master tracks ate produced, mastered and pressed. 

Complete jacket art and photography creatively produced in 
fresh and stimulating ways Advertising: Scripts, lyrics, and com-
positions for radio, TV and print media. Film and Slide Prescrita-
bon: Production for business promotion projects and presentations 

for seminars, sales meetings, etc. Financing Artist sponsorship, 
promotion, and project financing is possible upon approval of 
qualified artists and groups. 

PHIL EDWARDS 
Engineer 
PHIL EDWARDS RECORDING 
1186 Tiegen Dr., Hayward, CA 94544 
(415) 538-0469 
Credits: Concord Jazz, Walter Hawkins, Edwin Hawkins, Dave 
Brubeck, Cal Tia.der, Louts Belson, Carmen McCrae. 
Services Offered: Live and studio work, film mixing, spot pre-
1i ton, will arrange studio booking, remote booking. 

DALE EVERINGHAM 
Engineer & Producer 
10620 Mark St., Oakland, CA 94605 
(415) 632-8499 

Credits: (2lue' engineer at Live Oak Productions, Berkeley, CA. 
Live Oak Studio is a fully eguiped facility, offering state of the art 
equipment, and very acurate acoustic design. Formerly staff 
engineer at Different Fur, SF, CA. 1 have worked with many 
national and local artists and media interests. 
Services Offered: All aspects of studio engineering, and live 
audio recording Production services; music writing for albums, 
demos, and media services. Start to finish protect organization, to 
make your project come in on budget without compromise. Dates 
available upon request. 

MICHAEL FAY 
Engineer & Producer 
MICHAEL FAY PRODUCTIONS 
4377 Lerida Dr., San Diego, CA 92115 
(619) 582-6948 
Credits: First engineer on: The International Film and T. V . Associa-
tion of New York "bronze" award for best overall production, done 

for the KDV Ft • KPDX- KTXL T. V. group; the new Shamu's Celebra-
tion and Beach Blanket Ski Party shows for Sea World; custom T. V. 
and radio promotion packages and commercial jingles for '84 
include- KVAL, KULR, KEYC, WTXL, KODE, KV1A, KWCH, WX-
MI, WCPX, WOAD, Browning Olds, Cerritos Dodge Bi-Mart, 
Walker Scott, Lane Transit District, Orange County Register, Valley 
River Center, Bose, Shelly Mazda, Foodlander, Lazy Boy, Paty's; 
Tremaine Dance Experience Vol. 1 and 2. 
Services Offered: As an independent engineer and producer I 
provide the following services for my clients: Studio bookings and 
rates, talent contracting, record company and publishing contacts, 

record mastenng and pressings and cassettee duplication. I own 
and operate the Yamaha DX-7, Sequential Circuits Drumtrax, and 
Roland MSQ 700.1also offer a consulting service on most aspects of 
music production and studio operation 

BRIAN W. FERGUSON 
Engineer 
4213 Eastern Ave. #3, Mt. Rainier, MD 20712 
(301) 699-0936 
Credits: Recording engineer, just starting Young and excited, 
willing to work at any studio location (East or West coast) 
Services Offered: Recording engineering is a special type of 
career that requires a lot of devotion, dedication and hard work. It 
also takes a special type of person to handle the pressures (good 
and bad) of recording engineering. I believe 1 meet these stan-
dards because I've been involved in music all of my lile, from sing 
mg in church to engineering kcal bands in the DC area. Music 

has always been an important part of my life, and at the age of 18, 
I decided to make music a career goal I would put forth my 
greatest efforts to become a successful recording engineer 
because I would feel that something is missing unless 1 am involv-
ed in the music industry in some kind of way. I melee I don't have 
a lot of experience, but I am willing to listen, learn, sacrifice and 
work as hard as I can to achieve the goals of others as well as 

CLARK FERGUSON 
Engineer & Producer 
BEARSWAMP STUDIOS 
1611 Cherry Lane, Macungie, PA 18062 
(215) 398-1492 
Credits: Original music for audiovisuals: fund-raising filrn for 
Moravian College, Bethlehem, PA., 9-projector presentation for 
employee recruitment for Western Electric Corporation, Centen-
nial Film for Dorney Park, including digital synthesis of live 
carousel band organ, Allentown, PA, and music tracks for in-
dustrial video, slide and film presentations. 
Services Offered: Original music from 8-track multi-keyboard 
studio, timed, tailored and written to exact requirements for a non-
library sound. Specializing in a non-electric sound from a hybrid 
of three RMI digital synthesizers, 6' Yamaha, ARP 2600 & 2701, 
and Clavinet. Concentration on musical phrasing and orchestral 
"part playing." Hammond and Mule for traditional electric 
sound. Will work from your script, detailed instructions andror 
VHS cassette. 
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ING. JORGE FERNANDEZ G. 
Engineer 
1NGENIERIA ELECTROACUST1CA DEL CENTRO 
Capitan Caldera #408, San Luis Potosi, Mexico 78250 
91-481-03-50 
Credits: We have done a wide variety of location recording In the 
last 20 years of artists as: Paul Badura Skoda, Georg Dem., Paul 
Maunat and several symphonic orchestras, more than 700 albums 
in our recording studio works for San Luis Potosi University radio 
station, Cultural Television of Aguascauentes, acoustic shell for 
Tangamanga outdoor theatre, state government. 
Service. Offered: Acoustical consulting and design in the video 
and audio fields studios, control rooms, theaters. Sound and 
lighting systems, reconfirm studio records, tapes equipment for 
rent, sound reinforcement Professional audio installations and ser-
vice for broadcast and production studios. More than twenty two 
years experience. 

BERNIE FROMM 
Engineer 
1822 Hearst NA, Berkeley, CA 94703 
(4151 540-6306 
Credits: Weather Report "Procerbron" USA tour. "Domino 
Theory" album and world tour. 1984 project unnamed. Manhat-
ten Transfer collaboration, 1982 Playboy Jazz Festival L P., Don-
na Summer "Hard for the Money" USA tou- and video 17 years 
expenence with live sound production and staging from club 
dates to mayor outdoor events 
Se:vices Offered: Studio engineering and live production ser-
vices, tracking to mastering including Necem expenence, live 
house mixing, monitor mixing, stage and production manage-
ment, trouble shooting and system design of stage and production 
equipment Years of experience with artistic personahfice and 
many vaned styles of music. Good reproduction of studio sounds 
m concert. Willing to work with a group to develop their 'sound" 
through all phases of production 

JAMES GALLAGHER 
Engineer & Producer 
6740 Hazeltine Ave., Van Nuys, CA 91405 
(818) 904-0578 
Credits: 10 years experience, RIAA gold and platinum I.Ps and 
singles, Worked with: Michael Sembello, Phil Ramone, Stevie 
Wonder, Gamble ár Huff, Thom Bell, Baker/Harris/Young Dexter 
Waned, George Thorogcod, McFadden dr Whitehead, The 
Olays, The Spinners, Dionne Warwick, Lou Rawls Michael 
Henderson, Teddy Pendergrass, Jerry Butler, Johnny Mathis, plus 
many others 1983 Grammy nomination for best engineered 
recording 
Services Offered: Successful and diversified expenence ou audio 
producing and engineering with state-of-the-art production 
methods dr recording techniques, knowledge of TV/Film direction 
and studio functions; responsible for program development Ei im-
plementabon, customer/client relations and performer/producer 
relations, Association iv/major Los Angeles, Philadelphia and New 
York studios. capable of framing and instruction, planning, coor-
dination and problem solving, with flexibility and versatility, 
creative Ef innovative; member of NARAS. 

TERRY GARTHWAITE 
Producer 
Box 14, San Geronimo, CA 94963 
(415) 488-4778 
Credits: Produced Ferros, Robin Flower, Nicholas, Glover Ed 
Wray, Garthwaite, Hawkins, Sorrels, my own album as singer, 
writer, guitarist (co-produced in part with Leslie Ann Jones), 

recorded many albums as artist (began with ley of Cooking) 
Services Offered: Record Production, with energy in pre-
production phase material selection, instrumentation, vocal in 
tegnty, rehearsals 

LARRY GATES, LARRY HOCHMAN 
Producer & Engineer 
NEWFOUND MUSIC PRODUCTIONS, INC. 
10 Kershner Pl., Fairlawn, N.1 07410 
201.796-9175 
Credits: Jingles produced by NMP Kodak Film and Disc, Nestles, 
Toys R Us, Sports Illustrated, Clairol (MTV), Chewels ' Network 
and MTV): Original Film Scores: Thorne/EMI's "Not For Publica-
tion", "Friends and Feelings" (CBS), 'The Watchman", Artists: 
Mitch Foreman, Desmond Child; Bob Crewe, Tommy James, Bob 
James, Michael Biecker. 
Services Offered: In a relaxed country setting, fifteen minutes 
from the GW bridge, Newfound Muse offers 24 track state of the 
art recording facilities. Services include all phases of recording for 
film and disc with a full range of digital cervices evadable Com-
plete production services include original music and orchestra-
tions for film, jingles, industrials, records, and demos Equipment 
Custorruzed '84 Amek Console, computer automation; digital and 
plate reverb; full range of microphones, DOLS and other outboard 
gear; Instruments Kawar Baby Grand, DX7, larinDrum, Fender 
Rhodes 

HERE'S IT IN YOUR EYE 
In any monitor, especially a near- field type, response will vary 

from a 2 n (wall/soffit) to a 4 It (free field/console) environment. 
The better the performance. the more noticeable the phenomenon. 

In our case, with more than 20 international patents so far, this field 
select switch was absolutely necessary. 

So that you could have the same flat response in either field or 
both fields. 

These are Point Source reference monitors. Coaxial, and time 
compensation adjusted in a true concentric design. Stereo imaging the 
way it happens in nature. 

They also take lots of power without distortion or complaint. 
They are stunning. 

Audition the Near- Field Point Source Reference Monitors. From 
Fostex. RM-765 (61/2" woofer) and RM-780 (8" woofer). Both with 
patented RP Technology. For flat response in both 2 n and 4 IT 
environments. 

RIVI765 

FOSTEY RP TECHNOLOGY 

Fostex 
Pro Sound Division 

FOSTEX CORPORATION OF AMERICA 

15431 Blackburn Avenue Norwalk, CA 90650 (213) 921-1112 
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YVES GAUTSCHI 
Engineer & Producer 
1838 Fell St., San Francisco, CA 94117 
(415) 386-8320 
Credits: Tommy Lome, Hill Summers, Voice Farm, The Punts, 
Pony Poindexter, Michael White, Eddie Henderson, Chris Hayes 
Flipper, Freddie Stone, Ed Bogas, Harvey Scales, Peewee Ellis, 
James levy, Jessica Williams, Dick Bright, Ed Kelly Central Heat, 
Alain Chamfort, hm ( 'arroll Band Chris Solberg, R G Spectrum, 
Robert Winters (Buddha), Nrky Hopkins, et, 
Services Offered: Internationally experienced engineer/producer 
who listens 

TIM GEELAN 
Engineer 
TIM GEELAN AUDIO RECORDING 
123 Woodcliff Ave, Woodcliff Lake, NI 07675 
(201) 391-7527 
Credits: Paul McCartney. Wynton Marsals, Music for ABC-TV 
(984 Olympics Coverage, Ted Nugent. Blood Sweat and Tears, 
Max Roach, Mel Terme, Laura Nyro Minnesota Symphony, 
Sesame Street, Mahavishnu Orchestra 
Services Offered: Freelance recording engineer and consultant 
Experienced in recording all types of music for records, 
him scores radio and TV commercials, industrials and multi-media 
presentations Will also aid in selection of studio or remote 
location 

PAUL GF.RRY 
Engineer & Producer 
TEL-E-VUE PRODUCTIONS 
Box 217, Ferndale, NY 12734 
(914) 292-5965 
Credits: Revonah Records. No Doubt About It," 'The Fiddler & 
His Lady," "Back Home In Madison County 'Before The Fire 
Comes Down" Tel E Vue Productions Damian, Larry Chance 
Independent. Chaser Records, Shure Hit Records United Slates 
Publishing, Tulip Records, Daybreak Enterprises, Lloyd Street 
Studio 
Services Offered: Engineering, producing, record production, 
including the following album and tacket design, custom dist 
mastering, metal plating, pressings, creative packaging, and our 
newest addition — video tape demos 

DAVID GLASSER 
Engineer 
AIR SHOW, INC. 
5727 25th Road North, Arlington, VA 22207 
(703) 237-8312 
Credits: Seterfire Festival 1984 ',et-, • irn re-or-
al-1g and mixdovm). New Music .A• • .•.-hzucal 
ccordinahon, crew supervision), •.- t: Service. 
John Cage, Henry Threadgill, Nana Vasco's-eh-is, others New 
American Orchestra. Modern fizz Quartet, NPR. American Jazz 
Radio Festival, Jazz Alive (Peabixiy Award). Bonitos Symphony 
Orchestra, Skyelafis 
Services Offered: Technical coordination, for remote recording 
and broadcast protects Telco. Pl.. and (FR comm systems design 
and implementation Direct to stereo and multitrack mixing with 
emphasis on 1c172, Classical and New Music Sony PCM recor-
ding system rental Production =mg lor music, documentary 
and news broadcasts Telco and common camer satellite inter. 
facing and testing We have the experience and track record to 
record and broadcast large scale music festivals, including detail-
ed pre produchon planning using our computer based "Gig 
Management System" 

RYSZARD GLOGER 
Engineer & Producer 
Polish Radio Station-Poznan, Poznan, Poland 60-711 
630-51 
Credits: All kinds of MUSIC recorded Special interest in rock 
music Working with top Polish artists and coproducer] Marek 
and Vacek duo album for Intercord, Kurrzewski Choir for Utopia 
Voted sound engineer of the 1979 year in Poland 
Services Offered: Recording ur producing music for records, 
filrn and video on multi track reo infers 

GREG GOODWIN 
Engineer & Producer 
OASIS PRODUCTIONS 
395 Sussex St., San Francisco, CA 94131 
(415) 587-3565 
Credits: As owner of Oasis Recording Studio for the past five 
years (a musician and part of the industry for over 15 years) I 
have been involved in producing and/or engineering numerous 
album, single and demo protects of all shapes and sizes, types and 

unt/Pet 
Services Offered Producingnengineenng artishonented, max• 
muzing time, energy and dollars And hopefully adding some in 
sprration to any propel 

INDEPENDENTS 

THOMAS I. HALL 
Engineer & Producer 
TRIAD STUDIOS 
4572- 150th Ave. N.E., Redmond, WA 98052 
(206) 881-9322 
Credits: Queensryche, Serviceman, Jim Shpech, Artisan, Uncle 
Bonsai A.M Productions, Rick Vale, Chris [ Aboiell. Pizza Haven, 

Dan Foster, Brenda Kutz, Mark Lindsay, Kenny Mattel, Neil Rush, 
D.C. Lacroy, Lipstick, Heir Apparent,' Helms Deep, Rick Stone, 
Paul Speer, Danny Deardorff. USLUVI Productions, Steve Webb, 
Wickline. U of l Jazz Band. Boeing, and many others! 
Services Offered: All facets of demo and record production in-
cluding pre-production, engineering, producing, watchdog 
supervision of record mastering and pressing. I am sensitive to the 
artists' creative needs and stnve for the best recorded perfor-
mance possible in a comfortable, low pnassure atmosphere. 

MACOLM H. HARPER, IR. 
Engineer 
REELSOUND RECORDING CO. 
P.O. Box 280, Menchaca, TX 78652 
(512) 282-0713; 472-3325 
Credits: Live concert recording engineer: Robert Plant, Billy 
Squire, Journey, Ted Nugent, Red Rockers, Michael Bolton, Judas 
Priest, Willie Nelson, George lone.. John Anderson, Dottie West, 
DeGarmo & Key, Zebra, Christopher Cross, Charlie Daniels, 
Todd Rundgren, Gap Band, Franke Beverly & Maze, Bill Gaither 
Trio 

Services Offered: Remote 46 track recording, mixing, overdub 
work 

MC HARRIS 
Engineer 
FULL-LOGIC SOUNDS AND VIDEO 
6811 Riggs Rd., Hyattsville, MD 20783 
(303) 4224748 
Services Offered: Over seven years of experienced home moor 
ding facilities Expanding to video in late '85 

LEE C. HAYNES 
Engineer & Producer 
LCH PRODUCTIONS 
P.O. Box 905, Bastrop, LA 71220 
(318) 283-1672 
Credits: Local Southern (4ostiel Groups dr Light Contemporary 
Group, also local country artists 
Services Offered: Full custom packages on LP's, 45's and also 
demo recordings for aspinng singers and songwnters 

ROLE HENNEMANN 
Engineer & Producer 
ROOSTER PRODUCTIONS, LTD. 
1234 W. 6th Ave., Vancouver, B.C., Canada V6H1A5 
(604) 734-1212; 687-5205 
Credits: Heart, Chulkwack. ( locks, Toronto, Prism, Doucette, 
Nantucket, Randy Mesner, Al Stewart, Terry lacks, Valdy, 
various movie scores and sound tracks 
Services Offered: Engineering andior producing tor established 

as well as new artists anywhere in the world Have connections to 
major record labels in U S and Canada Have worked in major 
studios throughout North Amenca, 

MICHAEL HOFFMAN 
Engineer & Producer 
FLORIDA VIDCOM, INC. 
3685 N. Federal Highway, Pompano Beach, FL 33064 
(305) 943-5590; 943-5592 
Credits: Emmy award winning production facility. 
Services Offered: Full 16 & 8 track audio production facility plus 
full video production facility. Jingles, filrnscores, post scores, 
albums, wntuig, composing Comprehensive audio and television 
production and poet production capabilities under one roof. 

WESLEY S. HOMNER 
Engineer & Producer 
ROSEWOOD AUDIO/VIDEO 

Box 364, New Castle, PA 16103 
(412) 654-3023 
Credits: Engineer and producer for lames Paul Band. Wnter of 
"Pennsylvania" and "Amazing Love." Also, producer of "New River 
Train" and "Slipperly Rock Town Meeting" bluegrass albums. 
Owner of Rosewood Studio, New Castle, PA. 
Services Offered: Recording, writing, and arranqment services of 
fered. Demo tapes offered to aspiring lyricists. 

JAMIE HOOVER 
Engineer & Producer 
OVO PRODUCTIONS, LTD. 
410 Greystone Rd., Charlotte, NC 28209 
(704) 523-1117 
Credits: Albums by the Spongetones, SugarCreek, The Killer 
Whales, Robert McClure, The Nickel Bank, Awareness Art Ensem-
ble, Helpless Dancer, and more, all produced by lamie Hoover and 
engineered by Mark Williams for OVO Productions, Ltd. Plus, free 
lance engineering at Reflection Sound Studios, Arthur Smith 
IHMC) Studios, Lemon Studios, etc. 
Services Offered: Freelance engineering for records, jingles, 
soundtracks, demos, live productions, and TV. Experienced as 
engineer on MCI, Trident, Soundworkshop, Tangent and other fine 
boards, and as a session player on guitar bass, vocals, and just about 
anything that makes a noise. 

PAUL HORNSBY 
Engineer & Producer 
MUSCADINE slums 
3078 Vineville Ave., Macon, GA 31204 
(912) 745-2401 
Credits: Producer of albums by The Marshall Tucker Band, Charlie 
Daniels and many others Have many major label contacts. 
Services Offered: Complete 16 track and 8 track recording studio. 

MICHAEL J. HOWARD 
Engineer & Producer 
GUVNUR PRODUCTIONS 
4607 Daleville St., Roanoke, VA 24012 
Credits: 24-track live album: co.produced and engineered; 
24-track, 2.45 rpm: Engineered; 8.track EP: Engineered; present. 
ly engineer at TV station, NBC affiliate. 
Services Offered: 3/4 inch video taping and processing, 2 inch 
video taping and editing; multi-track recording. Can do remotes 
on all the above except 2 inch video taping. Call for details. 

LARRY HUERTA 
Chicago, IL 

LARRY HUERTA 
Engineer & Producer 
HUERTA RECORDING SERVICES 
4118-B North Kedvale Ave., Chicago, II. 60641 
(312) 794-0125 
Credits: A&M, Arista, Capitol, Columbia, Debte, Elektra, EMI, 
Epic, Flying Fish, Mercury, Motown, Warner Brothers...Coffee, 
Linda Lifford, Kurile Blow, Heaven di Earth, Lettermen, John 
Campbell, Bonnie Koloc, Chevere, Erwin Helfer, Sheba, Pawns, 
Chicago Pope.. McDonalds, Taster's Choice, Zenith, RCA, 
United Air Lines, NBC News, Sears, Kellogg's Doublemint, Coors. 
Services Offered: Available for artists, record companies, 
advertising agencies, angle companies and audio-visual corn-
parses. Over twelve years experience recording demos, records. 
commercials, slide presentations, trade shows, locations, and 
feature films Can contract professional studio musicans, and have 
accees to studios ranging from mono to 72 tracks, analog or 
digital. Professional follow through including "quality control" in-
spection of dubs and record pressings. Rates vary to reset your 
budget. 
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THAT BRITISH SOUND 

ACES TR-24: 2" 24 track 
Recorder/Reproducer $19,950. 
(2" 16trk., pre-wired 24trk. available) 

BOTH TAPE MACHINES FEATURE: + 4dbm 
IN/OUT • 15/30ips • Full-function 9 cue position 
remote-autolocator • Stand • 50% range vari-speed • 

ITAM #1610: 1" 16 track 
Recorder/Reproducer $11,950. 
(1" 8trk., pre-wired available) 

ACES ML24: I/O console, 32 in x 24 
buss, Integrated part-wired patch bay. 
$17,025. 

ACES SM16: Split console, 32 in x 16 
buss $15,665. 

BOTH CONSOLES FEATURE: Fully modular • + 4dbm IN/OUT • AudioFad 
long-throw conductive plastic faders • 5 Aux sends • 5 band switchable EQ 
• Input LED PPM'S • Stand • + 48v phantom power • LED display (optional) 
• Two year parts warranty • Other frame sizes available • Many options available 

99 East Magnolia Blvd., Suite 215, Burbank, CA 91502 (818) 843-6320 
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The only way MAGNETIC SCIENCES 

to master analog in 
the 80's... 112 inch-2 track! 
Announcing JRF/Magnetic Sciences' complete Conversion 
Retrofit Assembly for Ampex ATR Series Tape Machines. 
Engineered and precision manufactured to offer optimum 
performance and long term reliability. 

Features include. 

• Smooth, easily accessible 
adjustments for: 
y Azimuth 
y Head Wrap 

• Ceramic Tape Guidance 
• Long life SAKI magnetic heads 

, Also available ore 1/2 inch-2 track conversion packages for 
MCI Model JH110A or JH110B, Ampex 440, or 3M Tape 
Machines. If you have a custom application - w e'll be glad to 
furnish technical and design assistance as needed. 

Remember . . . There's only one way to master analog: 
The 112 inch - 2 track way by JRF MAGNETIC SCIENCES. 

JRF/Magnetic Sciences, Inc. 
101 LANDING ROAD, LANDING, NJ 07850 • 201/398-7426 
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Spectrum Magnetics is your 
Company for Audio Cassette 
duplication and Packaging! 
As a professional in this business of music, you require excellence in 
your recordings. At Spectrum Magnetics, we understand that 
requirement...and we have made it our goal. 

We have the people and the machines to realize that goal with your 
Audio Cassettes. Our bin- loop duplication process will give you 
what you want because our people know how, and we use quality com-
ponents. Direct-to- cassette labeling, Norelco style boxes and 
shrink wrapping provide you with a complete, professional package. 
Insert (J card) printing is done by one of the premier printers in 
the trade. 

For the ultimate in cassette reproduction, Spectrum Magnetics 
can duplicate your material on BASF Chrome tape ( High bias, Normal 
or Chrome equalization) at a slight additional charge. 

Our products are top quality, our delivery is fast and our prices are 
competitive. Call us today for a free demonstration cassette. 

Call us today TOLL FREE and find out more. 
800-441-8854 (in Pennsylvania call 717-295-9275) 

:*-1111 
Spectrum Magnetics, Inc. 

1770 Lincoln Highway East 
P.O. Box 218 
Lancaster, PA 17603 

INDEPENDENTS 

DAVE HUMRICK 
Engineer & Producer 
AUDIOGRAPH1C PRODUCTIONS 
3018 Rockett Dr., Fremont, CA 94538 
1415) 657-8716 
Credits: Sandra Crouch (84 Grammy winner), Edward Albert, 
Sly Stone, David Vega & Hershel Kennedy (Graham Central Sta. 
lion), Eddie McGee (Tower of Power). Back Up and Push, Black 
Angel, Crosswinds, Peter Ananastoff (Paul Butterfield Band), 
Hereafter, Network, Spectre. Tyranny, Prophesy, Pnsoner, 
Henry Vestre (Canned Heat), and many others 

Services Offered: Production consultation, pre-production 
recordings and project planning, studio selection, session 
organization and supervision, engineering, selection and supervi-
sion of record mastering facilities Engineering over 9 years exp. 
including 4 years as Lead Engineer (currently) As an indepen-
dent my goals are to select the best studio for my client, protect 
and maintain the studio's equipment; achieve the highest quality 
product; and eliminate wasted studio time. 

CLAY HUTCHINSON 
Engineer & Producer 
HUTCHINSON PRODUCTIONS INC. 
56-44 142nd St., Flushing, NY 11355 
(718) 762-2295 
Credits: Clay has engineered the following albums Blue Oyster 
Cult "Fire of Unknown Origin." Spys "Behind Enemy Lines," Eddie 
lobson 'The Green Album," Zebra "Zebra." and Aldo Nova "Sub. 

Services Offered: As an engineer/producer Clay offers both 
musically and technically a creative hand to the artist in the recor-
ding studio situation Clay has been both owner and chief engineer 
of Kingdom Sound Studios for the past 7 years Hutchinson Produc-
tions offers a wealth of experience in music computer programnung 
and e also equipad with all the necessary equipment 

,\(1.1(- ( 0. 

LA PRIMERA COMPAilA LATINA 
DE JINGLES EN SACRAMENTO 

SERVICIOS DE PRODUCCION Y GRABACION ISRAFEL 

— 5772 BROADWAY — 
SACRAMENTO. CALIFORNIA 95820 

PARA SERVIRLES 
FRANK LIZARRAGA Y PEDRO PEYNOSO 

(916) 455-5278 

ISRAFEL PRODUCTIONS and RECORDING SERVICES 
Sacramento, CA 

1SRAFEL PRODUCTIONS and RECORDING SERVICES 
Producers 
FRANK LIZARRAGA/PEDRO V. REYNOSO, 111. 
5772 Broadway, Sacramento, CA 95820 
(916) 455-5278 
Credits: Israfel has produced one LP and two 45's in Spanish and 
two 45's in English for Luna Records of Loe Angeles. Under its own 
label, lsrafel produced one LP and three 45's and is currently pro-
ducing two EP albums in Spanish and English. 
Services Offered: Israfel a the first studio and productions company 
in the Sacramento area to specialize in Spanish music and has a bi-
lingual staff lsrafel also houses two publishing companies; Rancho's 
Music Co.. which is affiliated with BMI and Nochistlan Publishing 
Co., and affiliate with ASCAP. Also. Bi-Jingles Music Co. which 
specializes in Spanish or English tingles. 
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MICHAEL JAMES/JOE CONNER 
Engineer & Producer 
MICHAEL JAMES PRODUCTIONS 
22030 De La Ow St., Woodland Hills, CA 91364 
(818) 700-0256 
Credits: Michael lames is a well known L A area keyboardist 
synthesist who worked live as well as in the studio. He is now pro-
ducing full time He has worked with many prominent producers 
and appeared on many albums. 
Services Offered: Michael lames Productions is an independent 
A&R company that searches out unknown talent. Artists can have 
their tapes reviewd and then taken to record producers and corn-
panier There is no fee unless the artist is signed and then it is bet-
ween 5% and 7% percent We also offer a test of artist-oriented 
sennces from copyrighting music, words and band names to 
publicity kits, photos, a roadie service and tee shirts at vent 
reasonable prices. Call us for additional information. 

ROBIN JENNEY 
Engineer & Producer 
Ri PRODUCTIONS 
5554 Altos Ct., Columbus, OH 43229 
(614) 895-7976 
Credits: Midnight Star, Zapp, Roger, 13ootsy Collins, George Clin-
ton, Sly Stone, Ohio Players. Heatwave Dayton, The Deele New 
Horizons, Span Image, Mum Rousseau, Alex Kahl& Boogie Bob 
Baldon, Lee Moore, Wes Boatman, A.P.B., Danger Brothers, Fusion. 
Services Offered: Engineering and/or producing for established as 
well as new artes at studios such as 5th Floor, Bison O.C.A., Amen-
sound, and Lansing Sound. Engineering tingles for such comparu. 
as Proctor dr Gamble, Coke. Peps, WGN-TV, Kroyei, Fisher-Price, 
and Wedernan Beer. Live radio and TV audio mixing. Also available 
as instructor for recording engineering courses such as Full Sail and 
The Recording Workshop. 

GREGORY JONES 
Producer 
ANDERSON JONES MUSIC PRODUCTION 
3018 22nd St., San Francisco, CA 94110 
(415) 550-1695 
Credits: Norman Salant "Sax Talk" LP and dance 12" names, 
vidececores to Max Almy's "Perfect Leader' and "Leaving the 
20th Century," filntbores 'Off Night" (Greta:Be Pictures, LAI and 
"California Zones" (video band, SF), 8 MTV station ID's, (Colossal 
Pictures, SF), corporate ad clients Levis, Clorox, Wasson. and 
others. 
Services Offered: Anderson Jones is a muse production service 
operated by Gregory Jones. We specialize in original music scar-
ing for film arid video, including dead-synch and dick track 
scores. All instruments SAG/AFTRA players and singers con 
traded as required. Full recording facilities :or both muse and 
narration. Record project production for selected clients. 

JEFF JONES 
New York, NY 

JEFF JONES 
Engineer & Producer 
CINA-TONE INC. 
218 East 82nd St. Suite 4FW, New York, NY 10028 
(212) 570-2765 
Credits: Recorded for: Virgin, Tommy Boy, Streetwise, CBS. 
Warner Bros, Capitol, Electra, Atlantic, Cheetah, Sony, NBC TV, 
CH 13. Recorded with: Planet Patrol, Larry Coryell, Talking 
Heads, Gang of Four, Plasmates, Nell Sedaka, Miroslav Vitous, 
Vikie Sue Robinson, Angela Clemmone Fonda Ray, Parliament, 
Brecker Bros., Dave Sanborn, John Hammond Sr., Teo Macero, 
Don Elliot, Aurther Baker, Ted Currer, Terua Nakamura. 
Services Offered: Complete 24 track and 32 track digital record-
ing, production services, album, single. EP dr CD masters pro-
duced. A specialist in location recording, studio recording, mixing, 
and editing, live P.A. mixing, mastering, broadcast and video 
sound. 

LESLIE ANN JONES 
Engineer & Producer 
3844 Whittle Ave., Oakland, CA 94602 
(415) 530-1402 
Credits: Co-producer and engineer Tes Fure 'Terminal Hold," 
Holly Near "Speed of Light," Margie Adam "Here a a Love 
Song," lane Fonda "Caribbean Workout" video muslz. Engineer 
Maze, Angela Bola Cris Williamson, Bobby McFerrin, Whispers, 
Narada Michael Walden, Herbee Hancock, Carlos Santana, Fer-
ron, and many others. 

TRACY H. JORGENSEN 
Engineer 
AUDIO ARTS 
1511 Emigration Cyn, Salt Lake City, UT 84108 
(801) 581-1400 
Credits: 25 year veteran — director of audio for the "Denny & 
Mane Show" (3 seasons); free-lance engineer, music recording 
and muting specialty, live recording specialty, 24 track ex-
perience (Neve, Studer, MCI, Harrison). Production music for 
CBS Radio, lananese TV Network, 50 international ad clients; 
have recorded nearly 300 major recording/TV/theatneal stars. 
Services Offered: Free-lance engineer; owner of Aude Arts 
which consists of: myself as an independent (which :'ve been for 
12 years), Audio Recording Arts Academy (a school of recording 
- 8 years old), Musicians Survival Seminars (a lecture serles) and 
Listen Publications (I am starting to write audio articles for the 
trades and have just finished editing a book on audio, KO pages, 
which I hope to have published this next year. It will be different 
from any book out for it deals almost totally on the "Art!" 

KAREN KANE 
Engineer & Producer 
25 Irving St., Watertown, MA 02172 
(617) 923-9366 
Credits: To date, I have produced and/or recorded over 40 albums and 
have had many local single and dono lute on the racho. Have been in the 
be for 15 years. 
Services Offered: I was one of the first successful freelance recording 
engineers in New England I offer unbiased advice about recording in 
Boston and a no-charge pre-production meeting Record/rig drums is a 
specialty of mile as is acoustic music. I am extremely efficient, dedicated 
and easy to work with. I really tisten to my clients and give them what they 
want to hear. 

DANNY 1CAPILIAN 
Engineer & Producer 
G.P.O. Box 802, New York, NY 10116 
(212) 243-0807 (service: 724-7400) 
Credits: The Apollo Theatre, NYC: house mixer, procbction consul-
tant— 1983 to present; Steve Forbert: tour manager- 1984 to pre-
sent; SIR/Kaufman Astoria Film Studios, NYC: manager- 1984 to 
present; New MUSIC Seminar, NYC: concert direcbr — 1983/84; 
Tour sound: Jim Carroll- 1982. Fatback Band- 1983; New School, 
NYC: taught accredited rock history and technology 
cour.-1984/85. 
Services Offered: Full range concert productionkaordination for 
performers, bands, clubs, theaters, arenas, outdoor festivals, con-
ventions and pnvate events. Live sound mixing for concert reinforce-
ment, remote broadcast and/or recording; tour management; stage 
and studio management; concert promotion; independent consulting 
for creative concert production; sound reinforcement installations; 
referrals for musicians and technical personnel, studio recording, 
rehearsing, video production, musical instrument and pro audio ren-
tals, stage fighting, personal management and boolorg. 

DAVID L KEALEY 
Engineer & Producer 
INERGI PRODUCTIONS 
15825 Memorial Dr., Houston, TX 77079 
(713) 493-1533 
Credits: Al) music for "Lone Star Bar & Grill" (ShowTime), Lite Beer 
from Miller, Julfiard String Quartet, Little River Band. Sonny Bono, 
Mary K Miller, ZROCKS, Johnny Nash, Gary Smith, Dean Scott, 
Trickshop, Nancy Ames, Ikey Sweat, Alan Haynee, The Nerve, 
KRBE Radio, KLOL Radio, KUHTTV, Connie Minn 
Services Offered: Full Production 24 track recording with Dolby 
noise reduction MCI automated console and recorders, 1/2 inch 2 
track mastering . Lexicon digital reverb and EMT 240. Aphex Aural 
Exciter, Scamp rack, parametric EQ. ADR, UREI, Vocal Stnassors, 
UREI and dbx limiters. Full line of microphones. Digital recording by 
request; video services also available. Turn-key tingle production by 
Inergi Admusc. 

MARCUS KEARNS 
Engineer & Producer 
PERFECT PITCH 
Rt. 8 Box 433-A, Statesville, NC 28677 
(704) 872-2360 / 328-2489 
Credits: Paradox Power of Passion. 
Services Offered: Album production, composition/arranging. 
Fairlight and LinnDrum programming. 

PETER R. KELSEY 
Engineer 6r Producer 
2038 Holt Ave. //, Loe Angeles, CA 90034 
(213) 837-7939 
Credits: 12 years expenence, including 6 years at Trident Studios, 
London with producers: Ken Scott, Roy Thomas Baker, Rupert Hine, 
Peter Asher, Dennis MacKay, Robert 'Mutt' Lange; and artists: Elton 
lohn, lean-Luc Ponty, Graham Parker, The Fixx, Camel, Cafe Jac-
ques, 'Weird' Al Yankonc, Randy Vanwarmer, City Boy, Linda 
Ronstadt, Charhe, Michael Stanley Band. 
Services Offered: Engineering and mixing for any project, co-
production with artist and/or producer, full production with or 
without engineering . I will do everything I can do to make your 
music the hest it can be Please call to discuss your next project. 
Resume on request. 

NORMAN KERNER 
Engineer & Producer 
BRILLIANT PRODUCTIONS 
617 South 13th St., Richmond, CA 94804 
(415) 236-2281 
Credits: Engineered and/or produced albums by Mike Molendas 
Passion Dance, Terry Haggerty, Jonathan Richman, Rhythm & 
None, Dan Kobialka, FCC, Freaky Executives, many more. 
Services Offered: From punk to funk to classical No projects too 
big or small if its happening, 

BERNIE KIRSH 
Engineer & Producer 
c/o Mad Hatter Studios 
2635 Griffith Park Blvd., Los Angeles, CA 90039 
(213) 664-5766 
Credits: Chick Corea, Stanley Clarke, Herbe Hancock, Chaka 
Kahn, lams Ian, John Klemmer, Patte Smith, Gary Burton, Lenny 
White, FnaeFlight, Robin Williamson, John Cale, Return To Forever 
Services Offered: Pre-production and production consultation and 
produdng; engineering 

DAVID A. KNIGHT 
Engineer & Producer 
60361/2 Barton Ave., Hollywood, CA 90038 
(213) 461- 5812 
Credits: Concert Promotions: Chicago, Lionel Riche, lames 
Taylor, Pointer Sisters, Huey Lewis and the News, Elton John and 
Randy Newman, Voice-avers: Rick Dees, Gary Owens, Johnny 
Olsen, Big Ron 013nan, Eva Gabor, Dick Wittinghill, and many 
others. Studio experience: Pointer Sisters, Santana, Neil Diamond, 
Barbara Streisand, Val Garay, Richard Perry, and others. 
Services Offered: Hot engineering and production for your 
audio needs. I'm young, but have fresh ears and have spent more 
than hall my life in music and recording My specialty is audio for 
radio, including syndicated programs, jingle packages, and voice 
overs, with concert promotions being my forte'. lam also active in 
music recording/mixing, concert/PA. and audio for video. I am 
currently production engineer of the most listened to radio station 
in America (KIIS-frn).1 enjoy traveling, am easy to work with, and 
love the challenge of doing it right (the first time). LA'S go! 

DON KOLDON 
Engineer & Producer 
P.O. Box 1376, Studio City, CA 91604 
(818) 506-8313 
Credits: Former staff engineer at A&M Records Work for most ma-
jor labels. Specializing in rock, R&B pop and pa. 
Services Offered, Recording, mixing and editing. Custom made re 
cording equipment available mike pre-amps, direct boxes, modified 
equalizers, etc Exceptionally musical engineering (graduate of 
Berklee College of Music, Boston, MAI. Expert production and co-
production . Excellent studio access at all budget levels. 

LARRY KRONEN 
Engineer & Producer 
KRONEN AUDIO 
P.O. Box 35997, Albuquerque, NM 87110 
(505) 88A0 79 
Credits: Mark 'sham, Ronnie Montrose, Paul Horn, Steven Halpern, 
Beau Brummels, Tat Mahal, Toxic Reasons, Pharoah Sanders, David 
Cohen, The Tubes, Chris Lockheen, Greg Kihn, Rodney Crowell, 
David Johanson, Jimmy McCrachn, Graham Nash, Bonne Raitt 
Margie Adam. 
Services Offered: We offer assistance mall aspects of recording; 
choice of material (yours, or from our catalog our songs) ar-
rangements, provide musicians and facilitate the recording of your 
protect, be it album, cierno EP, single, slide show or spoken word. 
We will follow through with post production including: mastering, 
pressing, artwork and tape duplication. We will also produce video 
protects starting from development to the finished product. 

ROBERT KRUSEN 
Engineer & Producer 
'88 PRODUCTIONS 
2216 White Ave., Nashville, TN 37204 
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The 
essential planning 

a- price guide for 
all of your custom 

record and tape 
needs 

It's quick• convenient 
• easy- to- use 

Now available throughout the United 

States, WORLD RECORDS Canada's 
largest exclusive custom record and tape 

manufacturer and packager gives you the 

audiophile pressings, glossy board jackets, 
chromium cassettes and service you've 

been searching for. 

And we can ship them 
all to you prepaid, to 
your door, in as few as 
3 weeks! Hassle free! 

WORLD RECORDS delivers.. each and 

everytime, fully guaranteed to your original 

masters because we know how much you 

depend on them to promote your image. 

See what we've got to offer you. Then see 

just how fast we can deliver it. 

STATE of the ART MASTERING 

Neumann VMS 80 Lathe/Digital, 1/2" Et 
1/2 Speed/Full metal protection 

ULTRA GLOSS BOARD JACKETS 
Quantities as low as 500/ 

true colour reproduction 

CHROMIUM CASSETTES 

Full frequency response on Cro2 tape/ 

Non-abrasive head cleaning leader 

VIRGIN VINYL PRESSING 
Audiophile grade/"Assured Excellence 

Guaranteeds" 

IN-HOUSE CREATIVE SERVICES 

Typesetting/Graphic artists/ 

Colour scanner 

AIR DELIVERY 

Prepaid air freight delivery to over 200 

cities/ 

No Customs hassles 

call or write for our planning 

guide & price lists 

WORLD RECORDS 
Baseline Rd. W. 

BOVVIVIANVILLE, ONTARIO 

L1C 3Z3 

416-576-0250 

Circle q068 on Reader Service Card 

INDEPENDENTS 
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(615) 383-9602 
Services Offered: We offer complete video and audio recording 
sennces. Whether it be a film/video shoot, 46 track remote recording 
or 32 track digital recording — we can do it. 

RON LAGERLOF 
Engineer 
DBA RECORDING SYSTEMS, LTD. 
5803 Velasco, Dallas, TX 75206 
(214) 826-5418 
Credits: Recording and/or mixing: Randy Meaner (Eagles), Hank 
Williams, Jr. (gold), Wayne Newton, Roy Orbeon, Mac McAnally, 
latin Pnne, Chuck Rainey, Recoil Currently chef engineer, Studio 
Centre, Dallas. Studio installations Dallas Sound Lab (3 studios). 
Studio Centre. 71/1 Productions (2 studios), Omega Audio, Sonrise 
Studio and Sierra Recording of Ft. Worth (all 24 track). 
Services Offered: Studio installation and engineering/muting. 
Specializing in consultation and proei coordination from   
lion to complehon, as well as studio equipment installation and/or 
purchaw studio design and service recommendation Recording 
systems cue system and installation products Digital recording/rental 
of Sony PCM-10 digital audio processor. Affiliation: NARAS. 
Nashville Chapter, Dallas Communications Council (DCC); Profes-
sional Audio Recording Association of Dallas/Ft. Worth (PARA). 
Direction dedicated to achievement of excellence in audio 
reproduction and aural perception. 

JACK LANCASTER 
Producer 
66101/2 Padre Tenace, Hollywood, CA 90868 
(213) 851-2084 
Credits: Produced various artists in top London studios including 
Rod Argent, Stephane Grappelli, Gary Moore. Brian Eno, Clive 
Bunker, Phil Collins. Ella Jordan, Manfred Marui, Cosy Powell, 
Zeitgeist, Knsrna, The Permutations, several film and TV scores, etc. 
Has had hit singles in Europe and USA 
Services Offered: Production, arrangements, compositions, plays 
all saxes, flutes, clarinet, Lyncons Can supply engineer for prixluc-
tons Has produced many styles of music including rock, new wave, 
pop, fusion, etc 

MICHAEL R. LANE 
Engineer & Producer 
LANE AUDIO & RECORDS 

Box 29171, Los Angeles, CA 9C-029 
(213) 469-8007 

Services Offered: Specialists in nose reduction and sonic restora. 
lion/rebalancing, using highly specialized equipment such as the 
Packbum Noise Suppressor, Orban Parametric Equalizer, etc., in a 
unique audio restoration system. Our work is oriented toward re-
establishing the naturalness and clarity of the original performance, 
with special attention given to maintaining phase coherence. Our 
many years of experience and developmental work us the art and 
science of sonic restoration apply equally well to 78's, transcriptions, 
U's and tapes, both mono and stereo A reprint of our article, "Soruc 
Restoration of Historical Recordings," will be sent free upon request 

JAY A. LEIBOVTTZ 
Producer 
318 Cardinal Court, Mill Valley, CA 94941 
(415) 388-8107 
Credits: Producer/artist: "Dulcimer Fair" (Traditional Records, 
Cosby. TN); "Pigtown Fling" (Green Linnet, New Cannan, CT). 
Early 1985 releases: "For the Child In Us All" and 'We're Gun' to 

the Zoo Tomorrow: Songs & Stories of Animals Real & Imagined," 
(Thneeds Unlimited, Mill Valley, CA). 

Services Offered: Especially oriented to acoustic recordings: 
folk, children's music, spoken word, tan. Have network of mus. 
clans (uutrumental and vocal), storytellers, engineers, studios, and 
coprcducers who enjoy and have experience with acoustic pro-
jects Know network of live performance venues. Developing my 
own lull-production label (Thneeds Unlimited) and distribution 
company; will consider recordings for production and/or distnbu-

hon. Will coproduce with artist or other. Work in a co-creative 
fashion, using "win/win" business principles. 

BRADSHAW LEIGH 
Engineer 

LEIGH AUDIO ENGINEERING 
600 W. 58th Si. Suite 9113, New York, NY 10019 
(212) 661-9295 

Credits: Credits Albums Mikan Lennon "Valerie," Malcom 
McLaren "Fans," ice Jackson "Mike's Murder." Billy Joel "An Inno-
cent Man," Billy Joel "Nylon Curtain," Stephanie Mills "Merciless." 
soundtrack 'Tootsie" and others Film scores: "Reds," "DQ. Cab," 

"Mike's Murder." Video HBO. Simon & Garfunkel, HBO Paul 
Simon Show sountracks. N.Y.C.'s Little Shop of Horrors. 
Services Offered: Extensive experience with video, SMPTE In-
terlock. and film, studio and remote recording. 

ROBERT E LEVESQUE 
Engineer & Producer 
REL SOUND MUSIC STUDIO 
144 Fenner Street, Fall River, MA 02724 
(6171 672-6695 

Credits: Owner/Engineer/Producer—Robert E. Levesque; Assis-
tant Engineer—John Mailloux; Assistant Engineer—Ray Gordon. 
Services Offered: 4 track recording facility (Yamaha). We do 
songs, miles as well as some live remote recording. Recording 
time ( in studio) $ 15/hour; muting time $ 10/hour Live recording 
costs more depending on locahon. Discount rates and specials of-
fered 

PETER LINK 
Producer 
400 West 43rd St. Apt. 38-D, New York, NY 10036 
(212) 239-0282 
Credits: Wrote and produced three songs for "Beatstreet" sound-
track, produced "It You Let Me Make Love to You, Then Why 
Can't I Touch You," for Jenny Burton's 2nd album on Atlantic (also 
wrote it), have produced maior industrial scores for House and 
Garden. BMW. Clairol, Seagrams among many others Also pro-
duced cast albums as well as being award winning Broadway 
composer 

Services Offered: Owns Westrax Recording Studios in NYC 
where he writes, produces and arranges with state of the art 
equipment such as Linn Drum, OBXa with Oberheun Expender 
and DSX, Yamaha DX-7 and Korg Poly-800 Heads a lull staff of 
top quality engineers and musicians as well as a top stable of 
vocalists for all purposes Also owns Westrax Publishing. LTD an 
ASCAP music publishing firm. Also directs and produces many 
mator live acts in NYC. 

BARRY L. LITTLE 
Engineer & Producer 
NOMAD PRODUCTIONS, INC. 
P.O. Box 6868, Mobile, AL 36660 
(205) 479-2769 

Credits: Current list of clients consists mainly of classical muse 
proiects Engineer and producer of "Second Saturday Series." a 
poetry, prose and jazz broad,-,et; "Music in Mobile" a clams-al 
broadcast; and the "Alabama Tale-telling Feshval" in Selma, 
Alabama for broadcast on Alabama Public Radio Main client 
WhIlL-FM in Mobile, Alabama. 
Services Offered: Location recording, sound rrenloreeiient, 
broadcast and studio maintenance, tape duplicahon, fund raising, 
long winded metaphysical discussions from a purely personal 
point of view (01), south Alabama/N W. Florida canoe trip outfit-
ter. Also make great biscuits while out in wands 

LEE LUSTED 
Engineer & Producer 
214 West Baltimore Ave., Larkspur, CA 94939 
(415) 924-6124 or 381-4230 
Cnxtits 1 I years expFnenne in audio arid video production Audio pro-
ducticn fcr video, hlm, ratio arid multi-image. Video produchon for rable 
and broadcast T.V., and industntlfrxx poiate dents. Currently produc 
lion manager for Mann Video Vsions Mill Valley, CA. 

Services Offered: Lorahon video produrtion. Sound tract production. 
On and off line editing. 1/4" and Vi" ecie mutes. Production management. 
Technical coordination. 

JACK MALEEN 
Engineer & Producer 
SECRET SOUND STUDIOS 
147 W. 24th, New York, NY 11023 
(212) 691.7674 
Credits: Ya Mama, Wuf Ticket Prelude Records, Cosal You, Up-
town. Silver Screen Records; Can't Stop Til I Reach the Ton Silver 
Screen Records; Can't Stop Iii I Reach the Top: Silver Screen 
Records; Husttin Tim: Silver Screen Records Ratmaster Roone 
Record: Vide Silver &nisi: Blast Atlanta Records, 

Services Offered: Engineer, producer, remix, live, remotes, video, 
Dancer Records. Reck'n'roll, etc. 

PATRICK MALONEY 
Engineer & Producer 
61 Elsie St., San Francisco, CA 94110 
(415) 285-6071 

Credits: Engineered 20 Direct-to-Disc Albums for Crystal Clear 
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Records, Co-engineered & produced Blonde 'Atomic' EP (European 
Release). Fifteen years live concert mixing for Herb Alpert, Liza Min-

Burt Bacharach, Monterey Jazz Festival, Blonde, Mc. 
Services Offered: Specialize in projects requiring speed and effe 
aency based on many years of live one take" engineering & pro-
ducing. Also specialize in media production recording 

JONATHAN MARCUS 
Lang Beach, CA 

JONATHAN MARCUS 
Engineer & Producer 
ORPHARION RECORDINGS 
P.O. Box 91209, Long Beach, CA 90809-1209 
(213) 4384271 
Credits: Many solo, chamber music and orchestral concerts Artists 
include John Perry, pianist, The Los Angeles Modern Stnng Or-
chestra, The Long Beach Bach Festival, and The,Southeast Sym-
phony Producer, engineer for Orphanon Recordings' release ot The 

çOnly Swintek 

Los Angeles Guitar Quartet which received favorable reviews in 
Stereo Review, Fanfare, Guitarra, and The Soundboarg. 
Services Offered: Audiophile classical recording with the finest 
equipment Analog —Nagra T-Audio, IV-S; Digital—dim 700, Audio 
& Design modified Sony 701 ES. VHS and Beta; Mrs — Schizps 
MK 41, MK 5. MK 8. Audiophile cassette duplication featuring the 
finest in midspeed duplicating: Into-riles 2(K) 

GEORGE (JORGE) MARTIN 
Producer 
STREET LEVEL PRODUCTIONS 
5741 Carlton Way 305, Hollywood, CA 90028 
(213) 466-8916 
Credits: Diversified musical activities Sheila E.; Riche Morales 
(Spyro Gyra); Jim Fielder (Blood, Sweat & Tears); Fred Allen 
(Fresh); Claytoven Richardson (SummersHeat); Pheeroan Ak Leff 
(Gramavlsion label); Henry Davis (Jeffrey Osborne); Blue Stan-
dard Music Publishers; Aphex Systems, Ltd. (West); BASF 
Systems, American Dance Guild; WC label; Michigan State 
Council for the Arts. 
Services Offered: Mulb-percussionist: combines high-tech prob. 
c.PwC.y, creative percussive ingenuity and aural sophistication into 
a crystalline production. Direction dictated by the necessities of 
the proiect and the possibilities they provide Receptive to the ire 
fluences of a broad range of musical forms and styles (imaginative 
synthesis keeps it vigorous). Capture the flair and the flavor with 
the aid of indigenous percussives. Coordinate all lacee of produc-
tion, exercises quality control and put together the best combine. 
bon of resources for the optimum product. Reliable, intelligent and 
ethical business practices. Street Level Productions — 'We're out 
on Streets" 

MARK L. MAYER 
Engineer 
MLN1 RECORDING/SOUND 
610 Hache Street, Houses, LA 70364 
(504) 872-1800 or 868-5493 
Credits: Demo work and 45s with many local arbsts. Peter Tork demos 
and tour Johnny Trigger'. Rod Roddy, Tony Hazzelton, 
Services Offered: Freelanze studio and 901.111d reinforcement engineer-
ing. Independent engineering with several local studios Studio constirud 
bon, wring and acoustical work. Location recording. 

GIVES YOU A CHOICE 
in wireless microphone systems 

• Choice of mics Beyer M500, 
Shure SM57, SM58, SM78, SM8 

• Choice of finishes chrome, 
black chrome or gold 

• Integral antenna or 
rubber duckie 

• Systems for hand held mics, 
lavalier mics, electric instru-
ments or ENG/EFP/LPTV 

Unsurpassed field-proven 
reliability assures the high audio 
quality that professionals demand. VHF 
high band and narrow RF signal bandwidth 
permit numerous systems to be simultaneously 
used on nearby frequencies without interference 
or receiver desensitizing by local TV or radio 
broadcast signals. All metal construction 
assures durability and RF shielding. dB-S companders 
permit wide dynamic range without unnatural compression. 
Swintek-- the proven performers. 

aian gordon enterprises Inc. 

•  

1430 Cahuenga Blvd 
Hollywood, Ca 90078 

(213) 466-3561 

ROBERT A. McBRIDE 
Engineer & Producer 
DECIBELS UNLIMITED PRODUCTIONS 
3342 T.C.U. Blvd., Orlando, FL 32817 
(305) 657-6481 
Credits: Produced and engineered for Unemployed Royalty, heavy 
metal band Mere Threat, American Opera Professional business in-
cludes Directors of Mary Kay Cosmetics, American Business Women 
Association, and other business, and political organizations 
Services Offered: Engineering and mixing for any project, co-
production with artist and/or producer, full production with or without 
engineenno. I will take your project, book the studio, book the musicians, 
assist in arranging and restnictunnid your material if needed, work with 
you at rehearsal — everything it takes to make your music the best it can 
be. Call me and let's discuss your nest ”ect 

ROBIN McBRIDE 
Producer 
BIRD PRODUCTIONS 
1946 North Hudson Ave., Chicago, IL 60614 
(312) 787-6060 
Credits: A&R director, producer, label director or over 15 years 
Production credits include Ohio Players, Chuck Manaione, Buddy 
Miles, Heartsheld, Chico Hamilton, Bohemia, and Emarcy Jazz re 
Issue senes 
Services Offered: Independent production, artist manaament. and 
music business consultation (selected iilients accepted) No un-
solicited material reviewed 

DAVID MERRILL 
Engineer & Producer 
CASTLE CORPS INC. 
79 Oxford Rd., New Rochelle, NY 10804 
(914) 235-1040 
Credits: Produced, written, performed and engineered MI1517 for 
"Break Dancin" LP on Atlantic Records. Arranaed, written and pro-
duced music for various independent labels and theatre companies 
in New York such as La Ma Ma and Theatre for the New City. 
Fainneer for two years at Master Sound Productions on Long Island. 
Services Offered: Production, engineennd, arranging and writing 
Have well facilitated H track studio but will work at studio of your 
rho:: ie 

FEBRUARY 1985 

Circle # 069 on Reader Service Card 

95 



MICHAEL MIK1JLKA 
Engineer & Producer 

GOPHER BAROQUE PRODUCTIONS 
7560 Garden Grove Blvd., Westminster, CA 92683 
(714) 893-3457 
Credits: Berlin, Otha Young/lure Newton Band, Meadowlark 
Lemon, Knolls Berry Farm, 1st place winners, American Song 
Festival for past 3 years (inc Michael David grand prize) 
"Christmas Needs Love" performed by Andy Williams (Bob Hope 
Christmas Special). 
Services Offered: Owner of Gopher Baroque Productions, a lull 
servie facility which includes a recording studio, publishing com-
pany & fully synthesizer lab (tied In w/2 record labels). Looking for 
pop/new music bands, singer/songwriter, strong performers seeking 
matenal 

ROBERT L MISSBACH 
Engineer & Producer 
REAL LIVE MUSIC 
P.O. Box 684, Mill Valley, CA 94942 
(415) 383-8919 

Credits: Journey, Van Mormon, John Waite, Con Funk Shun, Tom 
Browne, Angela Bofill, Terry liegyuity, Rallias Smith; Windham Hill 
Records, Megatone Records, Rising Sun Records Musical training: 
SF. Conservatory of Music. 
Services Offered: Complete audio production and engineering; live 
fluxes to multi-track recording; audio for film/video; commercials, 
demos, records, soundtracks. 

DOUGLAS S. MITCHELL 
Engineer & Producer 

UNIVERSITY OF WISCONSIN-MILWAUKEE 
Dept. of Mass Communication, P.O. Box 413, 
Milwaukee, Wisconsin 53201 
(414) 963-5794 
Credits: Instructor of audio production methods — University oí 
Wisconsin-Milwaukee Assistant engineer — WUWM -FM90, 
Milwaukee. Freelance engineering, design and construction — 
Milwaukee Sound Studios. Member, Audio Engineering Society. 
Member, Society of Bmndcnst Engineers. 
Services Offered: Commercial, music, tingle, and industrial audio 
engineering and production. Acoustics and design consulting. 
Equipment repair and alignment. Electronic music compantion. 

INDEPENDENTS 

CARLTON MOODY/DAVID MOODY 
Engineer & Producer 
LAMON SOUND STUDIOS 
6870A Newell-Hickory Grove Rd., Charlotte, NC 28212 
(704) 537-0133 
Credits: Billboard single picks include artist Billy Scott. Oscar Burr, 
Mirrors Band, Ray Roberts, Georgia Phophets, Carlton Moody and 
the Moody Bros Over 100 album and single protects Nominated 
record producer of the year 1983 (BMA Awards). Involved with 
production of demos, radio shows, jingles and soundtracks. 
Services Offered: Production services include mono to multitrack 
production; voice to musical styles including country, bluegrass, 
beach, dance and gospel Services offered through CDT Produc-
tions. Our clients are our best advertisement Send for a free CDT 
Productions Brochure. 

TOBY MOUNTAIN 
Engineer & Producer 
NORTHEASTERN DIGITAL RECORDING 
12 Sadler Ave., Shrewsbury, MA 01545 
(617) 753-1192 
Credits: Extensive musical training: MA. PhD University of 
California, Berkeley: additional work in digital signal processing at 
CCRMA (Stanford University) and Expenmental Music Lab 
(MM; over 8 years recording and production expenexe in San 
Francisco. Europe. and East Coast. 
Services Offered: 2 track digital recording, editing, and mer-
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RM-1 STAND 
WITH CASTERS 

SOLID SUPPORT 
INDUSTRIES 

Az#77,10Pileallor -

¡et v PRO AUDIO 
"MIXING CONSOLES 

RSS-I 

REINFORCED MIXER STAND 

RACK M UNT 

AN-2 RACK MOUNT 
STAND 

COMPONENT 
SYSTEMS 

NM-3 HALF RACK 
INSTALLATION STAND 

10784 WEAVER ST. 
SOUTH EL MONTE 
CALIFORNIA 91733 

OR FOR MORE INFOR ATION CALL 818 579-6063 

mg using the Sony PCM- I 610 system with Sony DAE-1103 
Digital Editor. All kinds of production work: multi-track mixdowns, 
on- location recording, digital audio for video, and mastering for 
LP, cassette, or compact disc 

AUDIE MURPHY/JOHN BOGERT 
Engineer & Producer 
R. W.M. PRODUCTIONS 
1006 S. Pope, Independence, MO 64050 
(816) 252-0530 

Credits A W M. Productions has over two decades of production 
experience both on stage and in the studio. Qualified personnel 
sirve to make your performance the very best, whether its local 

regional, or national. These include the '84 K.C. Chiefs pm-game 
entertainment and the regional semi-finals for the Wrangler Coun-
try Showdown '84. 

Services Offered: A.W.M. Productions offers the absolute widest 
range of production services in the midwest. We're centrall¡ 
located outside Kansas City, MO; the heart of the Midwest we 
be there for the performance, be it local, regional or national. 
Some of our services include sound reinforcement and lighting 
designs, sales and rentals; Kill-service productions; management 
consultations; multi-track recording; permanent installations; tour 
tackets and promotional items; plus more lust call (816) 
252.0530. So when you're in need of production professionals 
we're here to help solve the problem Remember A.W.M. Produc-
tions is ready and able to help, (816) 252.0530 — Kansas City's 
only full-service production company — Aude Murphy, owner. 

DAVID W. NELSON 
Producer 
3470 19th St., San Francisco, CA 94110 
(415) 864.1967 
Credits: Staff producer for Different Fur Recording (SF) Part 
owner of DDB Records, an independent jazz label. Album produm 
lion for several West Coast independent labels, eight track demo 
work for rock and jazz. Extensive graphics background and adver-
tising experience (Ogilvy di Mather and others). 
Services Offered: Complete record and demo production ser-
vices As much or as little help as your project needs pre-
production planning, studio booking and session work, mastering, 
manufacturing, and marketing consultation Top engineers and ses-
sion musicians available My experience, hard work and attention to 

detail will enhance the aesthetics of your project while being sen-
sitive to your creative concerns, as well as your budget. Supporting 
materials for effective self - promotion planned and produced 

seperately or as part of your record production Access to Fairlight 
and Emulator II. Cassette duplication services 

JOHN NEVIN 
Engineer & Producer 
265 Auburn, Winnetka, IL 60093 
(312) 446-2285 
Credits: Chicago Deutschmeister Kadelle, John Davis Quintet, 
Z- Factor, SIN Band, Camarade, Factor VIII, Tough Love, 
Changes 

Services Offered: Record production and session engineering 
done right. 

IAN M. NEWMAN 
Engineer & Producer 
GAPER RECORDING SERVICES 

1078 Broadmeadow Rd., Apt. # 11, Marlboro, MA 01752 
(617) 481-0408 
Credits: Hijackers, Atwaterkent, Selectones, Citadel Country Echoes, 
Thunderhead, Ground Zero, Modern Morals, Mark Hanes & the 
Remains 

Services Offered: Mobile mulittrack recording for demo tapes Rock 
videos Electronic and digital consultant Producer of new talent 
Teaching recording engineering 

LARRY NILSEN 
Engineer 

635 Fitzwater St., Philadelphia, PA 19147 
(215) 238-8948 
Credits: Production highlights — Commercials The Nashville Net. 

work. National Liberty Mutual, Silo, The Sands Hotel and Casino, 
and Fidelity Bank Corporate Video's AT&T, IBM, DuPont Music 
Videos 38 Special's "Back Where You Belong." 
Services Offered: Location and post production sound for video 
and film. Also available for Chyron operation, video camera, and 
video tape operation. Sound studio services compn.se the production 
of radio spots TV and AV soundtracks. 

DAVE NODIFF 
Engineer & Producer 
STUDIO N PRODUCTIONS 

706 Waverly St., Framingham, MA 01701 
(617) 872-6843 

Credits: Produced and/or engineered albums for The Team Ministry, 
Douglas Baker (2), Paul Krueger. others, video soundtrack Levi.Straure 
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MANNY'S 
PROFESSIONAL AUDIO 

DIVISION 
NEW YORK CITY'S LARGEST MUSIC DEALER HAS 
EXPANDED TO INCLUDE A FULLY OPERATIONAL PRO 
AUDIO DIVISION. COMPLETE WITH DEMONSTRATION 
FACILITIES AND OUR SPECIALIZED SALES STAFF, WE 
CAN ASSIST YOU IN SELECTING ANYTHING FROM 
MICROPHONES TO A COMPLETE MULTI-TRACK 
RECORDING STUDIO. WE SHIP WORLDWIDE. WE'RE 
JUST A PHONE CALL AWAY. 

MANNY'S MUSIC 

156 WEST 48th STREET 
NYC, NY 10036 
212 819-0576 
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Gordon Hardy, President 8 Dean • Jorge Mester, Music Director 

Aspen Audio Recording Institute 
Aspen, Colorado 

Summer 1985 • 4 Sessions 
July 1-July 14 
July 15-July 28 
July 29-August 11 
August 12-August 25 

In the splendor of the Rocky Mountains, 
the Aspen Audio Recording Institute offers 
4 intensive hands-on workshops in live 
recording techniques. Faculty is drawn 
from noted professionals of the recording 
industry. Using State-of-the-Art equipment 
students record daily rehearsals and 
concerts of the Festival presenting a full 
range of recording experience from 
orchestra to opera, contemporary to jazz. 

For further information write: 
The Aspen Audio Recording Institute 
The Aspen Music Festival 
1860 Broadway Suite 401 
New York, New York 10023 

The Aspen Music School admits students of any 
race, color, national or ethnic origin. 

Circle #052 on Reader Service Card 

MISSING LINK 

Active Direct Box 
Models BP-1 & PH-1 

The Missing Link active direct box 
was designed by a studio engineer 
and was field-tested for over two 
years in actual recording sessions 
and live concerts. After evaluating 
comments from many profes-
sional musicians and recording 
engineers, we have developed an 
active transformerless direct box 
that we feel is one of the most 
reliable and transparent-sounding 
units on the market today. 

Suggested list price: $ 119.95 

GRM 
P.O. Box 388127 
Chicago, IL 60638-8127 

(312) 229-1924 

Dealer Inquiries Welcome 

INDEPENDENTS 

& Co . platinum rexechng expsnence, cr:Edits since 19/6 On loth coasts 
Contact for complete track nacord 
Services Offered: Recordingioverdubeimixdown in ail formats, awl,, 
kv video. musk- customizing/editing, SEX, tramiers, (:-64 MIDI system, 
custom LP pre:sing. Call for info:rates 

DAVID NORMAN 
Engineer & Producer 
HIDDEN MEANING RECORDING STUDIOS/ 
HIS HEAD IS WEDGED PRODUCTIONS 
1134 Watson Blvd., Warner Robins, GA 31093 
(912) 923-5507 
Credits: Engineer They T (single), Dee Dim Stephenson tkv "ale). Gilbert 
Lyons (single), Phoenix (single). Rayar (EP) Cotton Brothers ( album). 
alai) Rock (2 singlE.), EC the MC (single), Spooky (single), Evening Star 
Gospel Singers (album), The Circle Band (single), King Juan (angle) Pro 
durer: AC Black and the Mean Kate Spooky, Master LISd McIntosh, 
Radio Silence, K I T.T E N 
Services Offered: 16-track reccirding studio drum arid keyboard work, 
radio airplay, remote recording, equipment rental, live sound reinforce-
ment, stage lighting, (ingles 

JOHN PALERMO & ED PALERMO 
Producer 
229 West 26th Street, New York, NY 10001 
(212) 989-9341 

JULIE ANNA PEREZ 
Engineer 
150 Joralemon St., Brooklyn Heights, NY 11201 
(212) 237-1767 
Credits: Audio engineer at National Broadcasting Company Inc 
Have engineered for Nightly News, Meet the Press in NYC) and 
others Formerly freelance engineer al Miami for Audio Production 
arid Sound Reinforcement Companies 
Services Offered: Television Production — studio and remote pro. 
ductions; Film Production -- on-location engineer, tilm scoring 
engineer, Recording studio production — recording and nuraq 
engineer with access to studios in New York City area, Sound Hen 
forcement — live concerts and recitals — also recording live perks 
mances to 2-track or multitrack tape machines 

JOHN A. PERGAMO 
Engineer & Producer 
J. P. PRODUCTIONS 
414 Vanderbilt Ave., Brooklyn, NY 11238 
(718) 622-7524 
Credits: Film • Derek, "Long Live Rock." Videos. Derek, "Learn 
ftreakdancing", NuClear Energy, "Rock Me". NuClear Energy's 
Ilbum and single. Singles: Superdude, "Face the Music", NuClear 
Energy, "Money/Seaside Baby"; Derek, "Big Boy/Long Live Hock", 
(2learCloud, -NY City's So Busy/Talking to Yourself" Album. 
Nuclear Engergy. "Ground Zero." 
Services Offered: 8 track state:otheart recording studio Tascam 
38x32 recorders. Tascam M-50 mixing console dbx noise reduc 
I ion Biamp reverb unit. Delta .Lab Echotron. Delta Lab digital delay 
& Hanger Seven piece Simmons drums. Memory Moog syn-
thesizer. Roland GR300 guitar. Marshall & pre-CBS bender amps. 
Musicians and arrangers available. Will also produce outside my 
own studio. Rates negotiable. 

GENE PERLA 
Engineer & Producer 
20 Martha St., Woodcliff Lake, NJ 07675 
(201) 391-2486 
Credits: Engineered and/or recorded: John Abercrombie, Ed Bk:kert 
Chick Corea, Jan Hammer, Richie Havens, Elvin Jones Masaburni 
Kikuchi, Mel Lewis, David Liebman, Charlie Manano. Hermetc Pascual, 
Lou Rawls, Nina Sunone, SadaoWatanabe. Recorded with. Miles Davis, 
Woody Herman, Chuck Mangaras, oni Mitchell, Sarah Vaughan Other 
protects with: Felix Cavahere, Hall & Oats. 
Servioes Offered: lrid,esr.kvitaudroerigineenusg. pnxiucing . consulta-
tion. Video production, directing editing, consultation Assistance in 
audioand vszleodiscand tape manufacturing , promotion and distribution 
via owned record labels: P M. and PLUG Records Educator of audio, 

video, music and music business on college level, currently teaching at the 
Center for the Media Arts in New York City. Professional musician 

acoustic and elainc basses and keyboards Compceer and lyncist of all 
types of music 

SCOTT PETERS 
Engineer 
PLATINUM COAST SOUND 
349 Harwood Ave., Satellite Beach, FL 32937 
(305) 773-8741 
Credits: Robin Chase, Bad Boys, Legacy, Special Forces, lecals 
Only, The No, Truck, Blind Rage, Satellite H.S. Chorus. '84 Indialan-
hc Art Festival. The Point After/WDIZ battle of bands, July 4th '84 
Melbourne Jaycees battle of bande '83 Cape Canaveral Surf Con-
test. member A ES 
Services Offered: Independent engineer for live and recorded 
sound Consulting for home arid commercial audio installations. 

MICHAEL PETRUZZI 
Engineer & Producer 
3335 19th St. North, St. Petersburg, FL 33713 
(813) 821-3160 
Credits: 1969 Wet Palm Beach Pop Festival, 1970 Atlanta Pop, 
19/1 C)elebration of Lite Festival, 1972 Ten Years After Florida tour. 
Carlo Sound, 7.1 75: Allman Brothers, P.G.E., Johnny Winter, 
Lynard Skynard, Eagles, Bob Seger, Ted Nugent, Neil Young. 

75.78 St Peters I C music major. 79.81, lour European tours with 
Tasco Sound. er Beach Boys. ARS, Rossington-Collins, Wernbly 
Country Feshval, Claim Brothers, Showco, MSLI, Turbosound. 
Service. Offered: All phases of live concert reinforcment   
monitors, lighting, stage management), 15 years exper tel., in live, 
recorded, design and installation of audio electronics. Equipment: 
Ivre I /3 oct FtTA, Apple Ile. IOS EFT analyzer, other test gear, B&K 
audio distortion, Loffech signal generator, Fluhe multirneter. 

FRANK R. PIERCE 
Producer 
148 Winthrop Road, Columbus, OH 43214 
(614) 262-4518 
Credits: CBS recording artist 1978. Songwriter arranger for 12 
years Drummer and keyboard player. Producer of Jingles for 
Arnensound jingles Most recent album production — "Snapshot" 
(featuring hihe Ivory) wnIten, arranged and produced on Amen' 
records 
Services Offered: Producer of all kinds of music ¡ingles, hlm scores; 
etc Arranger of songs including horn charts, string charts, drum and 
sequencer programming and vocal arranging Player with 10 years 
studio experience playing drums, keyboards, and singing. 

KEN PINE 
Producer 
KENNY PINE PRODUCTIONS 
4 Horizon Rd., Suite G21 Fort Lee, NJ 07024 
(201) 224-0043 
Credits: Produced top pop Billboard pick, lake and the Family 
Jewels "Maybe'. Produced Billboard top album pick, Jim Lord, In-
side Out" Currently producing and writing original music for new 
play by director of "Runaways." Produced TV commercials, demos 

for album artiste etc All above productions include arranging and 
playing 
Services Offered: Producing and arranging all type:, of music; sing-
ing, synth, guitar and LunDrurn playing and programming (MIDI 
also) 
Matching studios to artist's budget needs. 1 use finest musicians in NY 
area including synclavier specialist and programmers. Can book 
finest players nationally il artist desires. Have own pm-production 
facilities lamed budgets present no problem. 

CHARLIE POSITERRY 
Engineer & Producer 
GATOR TRACKS RECORDING STUDIO 
104 E. Main St., Houma, LA 70360 
(504) 8514602 or 594-2065 
Credits: Hod Horny, Tony Haseldon, Jim Odom (Louisiana 
LeRoux) Carol Be: ZAS, Valli Bruce, LI Foret, Halifax, Blue Max, 
Visitor, and other statewide talent. 
Services Offered: Complete 16.8.4 track studio which consists of 
albums singles, demo's and tingle pro¡ects, tape duplication system. 
We also have sound reinforcement system for local shows. We also 
can 'vide r)-ce remote recordings 

GARY POWELL 
Produce.: 
POWELL STUDIO PRODUCTIONS/URGENT RECORDS 
303 W. 12th St, Austin, TX 78701 
(512) 499-8888 
Credits Producer and director of A&R for Urgent Records, Canoga 
Park. California - mukilactured and distnbuted by Sparrow Records. 
Fhcidius,r for the followffl artists: Phillip Sandifer, contemporary Chris-
tian musk:. Megan Metssubach, classical flutist; Joe Scruggs, children's 
musk: in house producer for Wink Tyler's Austin Recording Studio. 
Services Offered: Full in house arranging and orchestrating Masters 
only, recorded and hilly produced in Austin. 
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dit'a 
URGENT RECOI?DS 

GARY POWELL 
Austin, 7X 

PROCTER AND WARD 
Engineer & Producers 
DeLUXE HOUSE 
928 Carpinteria St., Santa Barbara, CA 93103 
(805) 963-3509 
Cnidite We have produced funny rade spots for the U.S Army. MGM 
9udics, Nieces Shampoo and bonny Cat. Our radio comedy prxjrams 
have aired all over California. We can take your product or service and 
create a campaign that generates mocgnition, excitement and goodwill. 
Services Offered: Procter and Ward can assist you in all phase of audio 
production. From brilliant copywriting to casting and voicing DeLwce 
Mourn diem sound quality at a reasonable price. We have a small but 
high class recording studio deagned for voice production. We can pro 
duce outstanding radio programs and commercials at the drop of a 
hat and we'll even drop the hat! 

DI RADKO 
Dearborn Heights, MI 

Dl RADKO 
Engineer & Producer 
PLUM RECORDING St PRODUCTIONS 
5988 Silvery La, Dearborn Heights, MI 48127 

(313) 277-0082 
Credits: Sexy, June, Tabo, Ve Lainwyn & the Myth, %Stier, Ram. 
his. Veda Grom, Space Rock, C.T.R. 
Services Offered: 24 track recording, mixing, remixing, produc. 
tons, duplications, 45's & 12" discs, covers & sleeves, sound sheets. 

MICHAEL RASKOVSICY 
Engineer & Producer 
RASKOVSKY PFIODUCIIONS 
11 Pleasant Ln., San Rafael, CA 94901 
(415) 459-3781 
Credits: Tommy Tutone, Jantes Brown. Avalon Blvd., Patrick 
Divietri (digital LP), Uptones, Impulse F, Walt Disney Productions, 
KRON -TV . 
Services Offered: 13 years expel isiios in recording and broad-
casting; studio drummer with classic sound drums; digital recording; 
drum machine programming; editing a specialty; extensive ex. 
perience in vaned styles of music, including acoustic, classical, 
ethnic, square dance. 

JEFF RAY 
Producer 
TAMARIN PRODUCTIONS 
838 Meadoweweet Dr., Corte Madera, CA 94925 
(415) 924-6559 also (415) 456-9300 
Credits: 15 years songwntmg experience with many bands and solo 
projects 15 years song arrangement experience on solo arid band 
protects. 10 years producer experience with various writers from 
pop-jazz to rock. 6 years producer experience in radio and television 
advertising for local, regional and national accounts. 
Services Offered: I am a producer/compceer. Being a songwriter 
enhances the approach to producing a writer's song. Retaining the 
writer's concept and then expanding on that idea, to achieve the 
most creative and fulfilled composure of a song, is my primary con-
cern. My services also include being a mul.keyboardist and a 
lead/back-up vocalist and are available at your regime 

GARY REMAL 
Producer 
REMAL MUSIC DESIGN 
975 North Point, San Francisco, CA 94109 
or 12830 Sunset Blvd., Los Angeles, CA 90049 
(415) 885-4651 (213) 826-3181 
Credits: Features mich as "Breakm." "Mana's Lovers," "Dark Circle," 
"Wild Rose," Norma Karnali fashion videos; some commercial clients 
include: Bank of America, Soldlex, Safeway, Chevron, Avon, Hunt 
Wesson. Two time Emmy award winner. 
Services Offered: Original music designed, composed, arranged, 

and produced for feature film, television, radio I.D. packages, corn. 
mercials, fashion videos, and multi-media/ industnal projects. Exten-
sive private library evadable for lower budgets. In house demo 
studio provides on-the-spot ideas for creative meetings Known for 
extreme versatility, Remal Music Design specializes in turning im-
agination into sound. Oftess In Los Angeles and San Francisco 

STEVEN REMOTE 
Engineer & Producer 
REMOTE MEN MUSIC/ AURA SONIC MOBILE AUDIO 
140-02 Poplar Ave., Flushing, NY 11355 
(718) 886-6500 
Credits: TV/Audio Frank Zappa, lames Brown, Lena Loveh, Paddy 
Noonan, Soca Festival, Steve Forbert, NY String Orchestra, Johnny 
Thunders, Yello. Flvl live doadcares Howard Jones. Icicle Works Dwight 
Twiy, 'De Patine, XTC, The Members. Jerry Lee Lews, Sam and Dave. 

Joan Annatracting, Magazine, Buzzcocks, Gary US Bonds, Polyreck 
Remick Elvin lcres Live, Stevie Wcrader, Simple Minds Live, Chris Rush 
Live, David Sanborn, Marcus Miller, Dorothy Non/cod Plus live audio 
work too many to mention. 
Serviose Offered: 24 track motile audio/video for pre and poet produc-
tion, audio mixing, engineering and producing Digital recording 
available upon reguiret. Also available 24 track in house studio and live 
sound reinforcement. 

MARK J. ROMERO 
Engineer & Producer 
150 E. 7th St., Apt. D-5, New York, NY 10009 
(212) 674-6809 
Credits: Eight years doing live sound and live recording, working 
with most every maior jazz artist in the world. Two years on the road 
with Art Blakey and the Jazz Mesrengers doing sound and road 
management. One record date as producer. Sell studying, always 
trying to learn more 
Services Offered: Live sound and recording engineering, studio 
seconding. Jazz recording date, producer. Road management, short 
or long term. Roadie, guitar and drum specialist Concert promotion 
and hooking. Record date organizing and consultation. Driver, up to 
twelve hours straight. Tour organization and booking. And be but 
not least, putting you in contact with someone you might need to 
know. 

DON ROSS 
Engineer & Producer 
3097 Floral Hill Drive, Eugene, OR 97403 

(503) 343-2692 
Credits: Studio: Dan Siegel; Inner City. Don Latarskr Pausa, Jim 
West; MCA, Sterling Whipple; Elektra, Sneakers; City Lights, Don 
Noms; Pheasant, Tommy Smith. Mason Williams, Johnny and the 
Distractions, Gregg Tnpp, Graphie, Heft, Rob McIntceh and Laurie 
Brown. Live Oregon, Trapezoid Holly Near, Hot Rise, 
Aknicisheabackin, George Shearing, Betty Carter. 
Services Offered: For the past 6 years I have been engineering and 
producing demos, albums and singles for up and cornu-g ancl 
established musicians alike. Combining many years as a musician 
with the necessary technical skills that comprise recording 
technology as e exists today, my goal is to offer new and established 
acts an accessible means to the public through the media of record' 
rig Like many of the other engineer/producers, I have my own bag 
of tricks for creating national product, but in addition take greet pride 
in my ability to relate to the musicians and their individual needs and 

goals. 

e e 
UNPARALLELED ACCEPTANCE AS ONE 
OF CALIFORNIA'S BEST STUDIOS 

We Say Thank You! 

• 3 Studios, 2 Control Rooms 

• Ampex MM1200's 

• Eventide SP2016 & Harmonizer 

• JBL, Tannoy & Westlake 
Monitors 

• Neuman, AKG Tube Mics 

• Block Rates Available 

• Automated MCI JH 600 

• Ampex ATR " y, 2" track 

• Lexicon Reverb & Delay 

• UREI, BGW Power Amps 

• Scamp Rack 

• Accomodations Available 

2727 Croddy Way, Suite G • Santa Ana, CA 92704 

(714) 540-0063 
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BEN RYAN 
Producer 
TRILOGY MUSICS 
P.O. Box 1048, Siloam Springs, AS 76721 
(501) 524-8034 
Credits: Regional tingles for Luv that Yogurt, A G Edwards, Dr 
Ben Israel-optorrustret, Pontiac Dealerships, Call letters for radio sta 
bon KI.RC, original music for John Brown University's slide show 
music revues arranged for vanous university groups 
Services Offered: Tnology Musics is involved in the composition, 
arrangement, and production of tingles, slide show sound tracks, call 
letters, and music beds for retad businesses and the broadcast media. 
We can produce the highest quality custom albums, arrange live 
muse for music revues or industrial shows, and also provide in-
strumental or vocal talent for your needs Most studio work is pro-
duced in the Dallas, Texas area below average Dallas production 
fini-ce Quick turn around time on all contract work 

NICK RYAN 
Engineer & Producer 
NICK RYAN LIMITED 
76 Bradbourne Road, Seven Oaks, Kent, England TN13 30A 
0732-459-185 
Credits: Remis engineer on Trevor Horn's Franke Goes to 

A Promise of Performance 

INDEPENDENTS 

Hollywood track "War", recordingimixdown engineer for all Sheena 
Easton product including her third album, remis engineer on 
12" "Leave It"; remis engineer for Gerry Raberty's album "Slee-a-
walking", recording/remix engineer on Robert Frunp's King Crimson 
album larks Tongues in Aspic." 

"I guarantee that, whatever the job, we will provide the 
audio power to meet your need. From 50 to 1000 Watts, AB 
Systems will deliver uncompromising performance, value and 
reliability, providing you the cost effectiveness to make the job 
worth doing. 

Our success is evidence that this is a promise we keep!" 

Barry Thornton 
AB Systems 

111 
AB System Design, Inc 

11480 Sunrise Gold Circle 
Rancho Cordova CA 95670 
(916) 635-0890 

JOHN SANDERS 
Engineer & Producer 
JOHN SANDERS PRODUCTIONS 
P.O Box 816, N. Arlington, NI 07032 
(201) 368-1912 
Credits: We have produced sessions as announcer/narrator and/or 
producer for Saratoga, Phoneguard, IC'P&I., Gonzer Graphics, 
P Roberts, Inc. Spectrum Studios, The Idea Farm, The Slide 

Center, Genovese Drugs, Nice Shift Stores, The Greatest Ranking 
Story Ever Told, and too many more to list 
Services Offered: Loral and mail order production services This 
unique company will produce audio-visual soundtracks, and radio 
and television commercials Send us your script, and our staff of ac-
tors and actresses will narrate it to perfection Quick complete ser-
vice We also offer original music Big selection of sound effects and 
stock muss- always on hand Come to us or we can come to you We 
ire as close as your mailbox 

RICHARD SANDERS 
Engineer & Producer 
SALT PRODUCTIONS 
P O. Box 21021, Denver, CO 80221 
(303) 469-5151 
Credits: We have written and produced soundtracks for many in-
dustrial films & multi media soundtracks Also we write, arrange and 
produce for many ( •hrishan groups, both nationally and locally 
Services Offered: We do producing, engineering, writing and ar-
ranging of almost any type of music We are able to provide 
whatever is necessary for any audio production, including MUM' 
clans, synthesizer programming, and studio or live recording dates 
We specialize in music production, arrangements ár original u-ores 
for soundtracks, albums & tapes Quality at reasonable prices 

RICK SANDIDGE 
Producer 
SANDCASTLE RECORDING STUDIO 
Wade Hampton Mall, Suite 109, Greenville, SC 29609 
(803) 235-1111 
Credits: Rick Sandidne has produced the following Sonny Turner, 
Pilots, Pane-, Rob Cassels. The Killer Whales, I D. Wilson, Harvey 
Willis, Bill Barnes, Joe Aml.m., Don De(;rate, Susan Atkins, Country 
Gold, Hamblin Band 
Services Offered: Producing, engineering, video producing, 
sound rant orrina 

MICHEL SAUVAGE 
Engineer & Producer 
345 West 85th St., New York, NY 10024 
(212) 724-5153 
Credits: PRODUCER Roy Buchanan. Ernie & the Imports, 
Rivendell, ENGINEER Tom Dick* & the Desires. Minglewood, 
Fallen Angel, Rolling Stones, Kid Creole & the Coconuts, Lloyd 
Cole, plus contributions to Hall & Oates "Big Barn Boom," Foreigner 
"4." The Clash "Combat Rock," and Carly Simon, Jeffrey Osborne, 
Peter Tosh, Grandmaster Flash 
Services Offered: Strongest asset is ability to inspire musicians and 
singea to reach new heights in the studio Also helps create at-
mosphere of highest quality work, resulting in top performance 
from everyone associated with the protect "Vibe" oriented pro. 
durer, believing that il players feel positive and excited the feelIng 
will transfer to tape, making a hit possible at any time Musician 
(guitar and keyboards), composer, arranger Also big on technical 

excellence and audio art, having worked with Robert lohn Lange. 
Bob Clearmountain, David Tickle, Neil Kenton, Ric Ocasek Loves 
teamwork, and senous but fun approach to recording 

RICK SCHNEIDER 
Producer 
FINE TUNING INC 
322 Spring St., New York, NY 10013 
(212) 431-4788 
Credits: Video production kir the Rolling Stones. Kool and the Gang, 
Shannon, Willie Nelson, Starparit, Ellen Foley Audio production 
r,rordlrn]s by the Rattlers. Zamlzomba, Greg Alper, the Flint Brothers, 
Graham Moses Film soundtracks for Exxon, CBS 
Services Offered: Full prediction of videos, from tvnt ,F.,t to completion 
and of master audio tapes Pima My Fine Tuning has two record labels 
'Hado Fraorrivi for rock and Trantor' for id7.7. and new mew-

GLENN & KEN SCOTT 
Engineer & Producer 
4354 Monteith Dr., Los Angeles, CA 90043 
(213) 294-1892 
Service Offered: Are you looking for help with your demo or pro-
ject and find these producer/engineer hems in Mix a little in• 
tarrudating2 We specialize in producing denies Well give you as 
much (or as little) assistance as you need to get your protect on tape 
— with an added bonus- we'll even record it (or you in our fully 
equipped 8 track recording studio We welcome songwnters, musi-
cians, and yac, even hands Our rates are competitive, and our quali-
ty is excellent. Write or call us and we'll show you what we have to 
offer 
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CARYL SHERMAN 
Producer 
MONTAGE MUSIC 
Box 154, San Geronimo, CA 94963 
(415) 479-6062 
Credits: I grew up in a music industry family/eight years recording 
experience/five completed and marketed albums/over two dozen 
demo protects/multi-track back up vocals on a popular national 1984 
radio jingle/live concert hall and recording production 
credits/dedicated, articulate, and easy to work with. 
Services Offered: Production and produasn assistanoe for San 
Francisco Bay Area multi-track recording protects/demos and 
albums/public relations and clerical support/vocal and instrumental 
arrangements/open to TV, film, and radio career expansion/creative, 
highly organized, with a love for music. and dedicated to the sounds 
of current recording industry standards. 

MICHAEL SMALL 
Engineer & Producer 
PHANTOM POWER PRODUCTIONS 
Box 176, Trivoli, IL 61569 
(309) 565-4890 
Credits: Been producing and mixing bands for live performances 
for over 8 years Acts include U.S. Steal, The Cause, Bad Habit, 
Scanner, Intruder. Produced seven bands for Wheelchair Power 
Benefit annual battle of the bands Graduated from the Recording 
Workshop in Ohio. Engineering now for Wooden Nickel Studio. 
Services Offered: By using an acoustic room analyzer and pink 
noise generator for equalizer applications, and 8 years of live sound 
mixing, I can provide any customer with quality work in live perfor-
mances At Wooden Nickel Sound Studio, free services will include 
preparing the customer) s) before they enter the studio on how to ad-
just to studio techniques. Help to unload and load equipment ri 
available One hour free set-up time is provided. Outside enomeers 
are welcome. 

JIM SMITH 
Engineer 
ROBERT BERNING PRODUCTIONS 
710 Papworth Ave., New Orleans, LA 70005 
(504) 834-8811 
Credits: Clients include, NBC Sports, NFL Films, NCAA Produc-
bons, International Harvester, IBM (southern region). Gety Oil, 
Union Carbide. Emerson Electric, Litton Industries, Weiner Corpora-
tion, State of Louisiana. State of Mississippi. Bowen-McLaughlin-York 
and more 
Services Offered, Turn key audio production for radio, television, 
and film. Otan equipped recording studio for mixing, narration 
recording looping, etc Fullcoat transfers and pm-mixes. Flat bed 
editing, sound effects, original and lirerried music. Analog and 
digital location recording, playback sync capabilities. Support ser-
vices. Contact, Jim Smith. 

BOB STEBBENG/JOHN DEVRIES 
Engineer & Producer 
NEW CREATION RECORDING STUDIO 
P.O. Box 262, Glendora, CA 91740 
(818) 335-3989 or 963-2138 
Credits: Custom album for Donna Kaye di Company; Soundtrack 
for Christian musical "Miracles." 
Services Offered: We now have in addition to the main studio, a 
drum isolation bcoth, auxiliary vccal booth, and 13'x7' control 
room The Yamaha studio piano, Hammond .prgan and all our out-
board equipment (including compressor/limiters, expander%  gates. 
ducker% digital delay, digital reverb and cibx noise reciucticn) in in-
cluded at rio extra cost. We also have a professional arranger on staff 
and free musician referral service. Whether you want to record a 
demo, back-up tape for vocalist, voice-over for multi-media protect, 
or a custom allourn or tape, call any time and we will set up an ap-
pointment to discuss your project and get started! 

BOB STOHL & KAT EPPLE 
Engineer & Producer 
BOB KAT MUSIC PRODUCIIONS 
P.O. Box 5503, Berkeley, CA 94705 
(415) 548-9766 
Credits: Music for films for Peps, Apple Computers, NASA, NY 
Metropolitan Museum of Art, Jet Propulsion Laboratories, Smithso-
nian Institute, documentaries, PBS. Emmy Award for music — 1980. 
Addy Awards for music 1979 through 1983. Cine Eagle Award. 
Musc for ads for Miami Airline. Aetna Insurance, Falmalare Shoes. 
Theme music for TV news. Music for Planetariums. 
Services Offered: Full production of onginals music for films, video, 
dance, radio and television commercials Excellent multitrack 
facilities — up to 24 tracks. All instrumentation and styles of music. 
Specializing in synthesizers and digital orchestrations Stateof the-art 
digital synthesizers and outboard gear Custom sound effects. 
Library of music and sound effects available. Computer generated 
video special effects (NTSC) also available Recording facilities in 
San Francisco Bay Area, Dallas, and NY area. Quality music to fit 
your needs at very reasonable rates. 

SHARON STONE 
Producer 
0-TONE PRODUCTIONS INC. 

224 W. 49th St., Suite 315, New York, NY 10019 
(212) 757-3861 
Credits: CBS Sports, HBO, "Groove Girls." 
Services Offered: Complete in-house lull production 8 track studio 
with staff musicians. All aspects and phases of artist and media pro-
duction. Sensitive and budget conscious. Also Fairlight CMI pro-
graining composition and songwriting. 

DOUG STEWART/R1C1C WURPEL 
Engineer & Producer 
T.T.S., INC. 
2177 S. Cherry St., Denver, CO 80222 
(303) 758-8082 
Credits: -U2 Live at Red Rocks- video and soundtrack. "The Fixx at 
the Rainbow" video and soundtrack, ZZ Top Schhtz spot video and 
soundtrack, 'The Gibson lam Concert" video and soundtrack, 
"Nashville Network Denver Premiere" video and sounchock, "Savoy 
Brown Live" video and soundtrack. 
Services Offered: Location video and audio production, location 
coordination. location video and audio recording, production financ-
ing, staging, lighting, location audio reinfomement, video reinforce-
ment, production management, video and audio post-production, 
program marketing and distribution, corporate spcnsorship. All 
forms of live sattelite uplinking and teleconferencing. 

RON SEREICHEFI 
Engineer & Producer 
PACIFIC AUDIO-VISUAL ENTERPRISES 
545 Cloverleaf Way, Monrovia, CA 91016 
(818) 359-8012 
Credits: Audio engineer for Mann Music Center/Philadelphia Or-
chestra; radio broadcasts for the Los Angeles Philharmonic Or-
chestra; live "direct-to-stereo" broadcasts and recordings for National 
Public Radio, Radio Music California Network, KPFIC, et. al.; moot 
dings for Angel, CMS Deed Diwovery, CRI. SAZ, and AEA record 
labels; first digital recording in Pakistan; author of several technical 
papers on mixing and recording techniques for the Audio Engineer-
ing Society. 
Services Offered: Pacific Audio-Visual Enterprises provides cost-
effective. quality-oriented services by specializing in basic, time' 
proven production techniques — without unnecessary fuss or girn-
mickry The result: a successful job.. on time, and within budget 
Complete facilities are maintained ready to travel for on-location 
audio projects across town or around the world: analog or digital 
recording, editing, and post-production record and/or cassette 
duplication; broadcast produdiort live mixing for concert sound 
reinforcement; music and performance coordination; audio systems 
design and consultation; lectures and seminars on recording techni-
ques With my lifelong involvement in music presentation. I can also 
serve as a music producer, as well as a recording engineer. 

CHUCK THOMAS 
Producer 
MASTERSOURCE MUSIC 
704 N. Wells, Chicago, 11 60610 
(312) 922-0375 
Credits: National and regional credits. We are also producers of the 
Midwest Music Exchange, a regional music conference on the cur-
rent trends of the biz. Years of experier,e in bp-40 and contem-
porary Christian formats. 
Services Offered: Long term artist relationships mandatory. 
Material and stylistic development is our strength National contacts 
and networks. 

SHAUN TRONE 
Engineer & Producer 
104-53 142nd St., New York, NY 11435 
(718) 658-3475 
Credits, Producing the band Oasis II. 

JOHN TYLER/LOU SIMMONS 
Engineer 
RM STUDIOS 
2528 Chamblee-Tucker Rd., Atlanta, GA 30341 
(404) 4513-6000 
Credits: Heart Fixers, "Live from the Moon Shadow": Glenn Phillips 
Band, "Spies of Life", Stone Mountain Band etc 
Services Offered: 16 track in house and remote recording We 
have a 26 foot I H truck 

LEANNE UNGAR 
Engineer 
49 Park Ave., Apt. ID, New York, NY 10016 
(212) 685-0823 
Credits, Laurie Anderson, David Van Tieghem, Leonard Cohen, 
Paul Winter, Lost Tropics, Gary Portnoy, Cat Stevens, Leata 
Galloway, Janis Ian, Peter Criss, Carole Laure, Lewis Furey, Randy 
Bishop, and others. 
Services Offered: ( like to be involved from rehearsals through test 
pressungs I Like to travel I have 12 years of studio expelerew in 
albums and film scores I also do location sound. 

DANIEL R. VAN PATTEN 
Engineer & Producer 
833 W. Collin Ave., Orange, CA 92667 
(714) 771-1410 
Credits: Geffen, Phonogram Int. di U.K., Enigma Records, island 
Records, Duraco Records, Rak Records, Teldec-Telefunken-
Decca, Chinn-E-Chap, Cocteau Records (U.K.). LPs and singles for 
Berlin, Pleasure Victim Metro singles, also Big Country, Madness, 

Chris Ruiz-Velasco, 
Services Offered: Independent producer/engineer specializing in 
synthesizers. Staff producer M.A.O. Records. Complete syn-
thesizer system including Prophet 5, Moog Modular, Roland 
Modular Systems 700 di 100. Roland Microcomposer. Roland 
CSQ600, TR808, Vocorder and Roland Juno 60. 

JOE VAN W1TSEN 
Engineer 
SPEED OF LIGHT 
2430 Jones St., San Francisco, CA 94133 
(415) 441-7806 
Credits: Broadcast radio and TV production of commercials for 
CBS, Warners, Capitol Records, RCA Records. 
Services Offered: In studio and on-location sound recording. Mix-
ing and special effects Special emphasis on music video pro-
duction. 

BRIAN A. VESSA 
Engineer & Producer 
BV PRODUCTIONS 
P.O. Box 3272, Santa Monica, CA 90403 
(213) 4513636 
Credits: 4 gold albums and assorted recordings for Ariola and 
Melody Records; LAX "Dance' at the Disco"; CSUN lam Band; 
several HBO programs; numerous commercials including: Disney, 
Tomy Toys, Aqua Vend, Del Monte, etc.; many records and demos 
for L.A. artists; Chief Engineer and audio designer for Salry Dog 
Recording. 
Services Offered: Multi- track recording and production, 
preproduction planning and demos, live sound, remote recording, 
audio consulting, modifications and maintenance for studio elec. 
tronics. Each project I undertake receives my full attention to detail, 
regardless of the type of music or budget. With 20 yearsexpenenee 
as a musician and 10 years In the professional audio and engineer-
ing field, I can comfortably provide the link between the artist and 
the studio. My interest si in the creative process and the realization of 
musical ideas. 

NARADA MICHAEL WALDEN 
Producer 
PERFECTION LIGHT PRODUCTIONS 
c/o Gregory DiGiovine, 
827 Folsom St., San Francisco, CA 94107 
(415) 626-0655 
Credits, Sister Sledge, Stacy Lattisaw, Angela Bof ill, Phylis 

Hyman, Aretha Franklin, Carl Carlton, Herbie Hancock, Pattie 
Austin 
Services Offered: Complete production or executive production 
with his assistant producers. 

MATTHEW WALLACE 
Engineer & Producer 
DANGEROUS RHYTHM 
3700-B East 12th St., Oakland, CA 94601 
(415) 26 1-9 150 
Credits: Yo, Monkey Rhythm, Virgin Release, Fade To Black, Faith 
No More, Necropolis of Love, Pariah, Big Race, B-Team, David 
Crosby, IfIlenWhy, let Boy, Wild Game, Fountains of Use, Love 
Circus, Den 55, Dub Oven, Danny McGinnley, Man Machine, 
Love Overdose, Mustapha Mond, Castle Blak, Rory McNamera, 
Aquaveets. 
Services Offered: Everything from pre-production to record 
pressing to radio airplay. Will work with any equipment from TEAC 
four track machines to two Studer 24 track tape machines CD-locked 
together. ! have worked in many of the Bay Area sixteen and twenty 
four track studios and I am at home with most of the current equip-
ment — digital reverbs, SMFTE, automated mixing, etc. To con-
clude I would like to say, "Hey. you're beautiful, awesome. intense 
and vehicular — let's do sushi sometime you love epidemic you." 

JEFFREY WEBER 
Producer 
EN POINTE PRODUCTIONS 
P.O. Box 1451, Beverly Hills, CA 90213 
(805) 497-1584 
Credits: Tom Scott, Toni Tennille, Stanley Clarke, Lenny White, 
Chick Corea, Maynard Ferguson, Lalo Schif nn, Freddie Hubbard, 
Free Flight, Steve Lukather, Kenny Berrell, Tim Weisberg, Roger 
Kellaway, Louie Benson, Nancy Wilson, Richard Page, Maria 
Muldaur, Lee Ving (Fear), Night Plane, Patrice Rushen, Russ 
Kunkel. Michel Petrucciani, Paul Smith, Barney Kessel, 
Services Offered: Our firm specializes in digital, direct to disc and 
live recording with special emphasis on live two track recording. En 
Pointe is the only independent audiophile production company 
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SYSTEMS INCORPORATED 
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COMPLETE ANALOGUE & DIGITAL MASTERING SERVICES 

FOR COMPACT DISC, RECORD & CASSETTE MANUFACTURING 

3475 CAHUENGA BLVD WEST HOLLYWOOD CALIFORNIA 90068 
(213) 876-8733 
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around today and has label credits that include Mirage (Atlantic), 
Atlantic, Elektra/Asylum, Musician (E .A ), Handshake (CBS), Con. 
cord, Palo Alto, CBS Sony, Pausa, Bainbndge, Nautilus, Cried-
mon/Arabesque, Varese Serabande, Discwasher, Audio Source 
and Nakamichi 

GREGG X. WINTER 
Producer 
EXTRATERRESTRIAL SOUND 
40 Hitching Poet Lane, Glen Cove, NY 11542 
(516) 759-9396 
Credits: Debut album for The Nails (entitled Mood Swing") on 
RCA Records Worldwide, I 2" dance mix of After The Fire's "Der 
Kommissar" on Epic Records, Army of One on WEA Records Inter-
national, as well as numerous independent label productions. 
Services Offered: Being a songwnter and musician (I wrote and 
sang background vocals on 'Eyes on Fire' for Blue Oyster Cult's re-
cent 'The Revolution by Night" album) is extremely helpful to my 
work as a producer. Helping bands get the most out ol their songs 
and then tweaking the arrangements is pnonty one. From that 
crucial starting point the right performance and the right sounds can 
naturally flow 

ARTHUR G. WRIGHT 
Engineer& Producer 
NONSTOP PRODUCTIONS, INC. 
3320 E. Century Blvd., Lynwood, CA 90262 
(213) 636-2573 

Credits: Gold and platinum awards Produced and arranged Billy 
Preston, Syreeta, Mary Wilson, Raul de Souza, Jose Feliciano, Thelma 
Houston, Diana Roes, Smokey Robinson, Donna Summer/Paul Jabara. 
Wright Brothers Flying Machine, Thank God It's Friday (movie and 
soundtrack), Jackson 5, Jermaine Jackson, Vikb Carr (live/Las Vegas 
Hilton). others 

ServicesOffered: Producer/arranger/musician Complete record pro-
iscoon services including guitar, bass, composing, engineering. Any 
Irre of music Can handle enhre project from cur.-m.1 to mastenng Ex. 
pertme gained from over 20 years expenence recording arid live enter. 
iamrnent fields Alsoaucho consultant, equipment design and construe-
hon Designed and operated NSP Studios (Hollywood) Design and build 
recording consoles, NSP 845. NSP I 28A, Quadgate, power amphlers 
1)1 04 Series. Design(ssuncVergineenng consultant for several studice in 

Southern California Other credits and resume available on request 

DANIEL G. YEANEY 
Engineer & Producer 
FIRST TAKE PRODUCTIONS 
11140 Westheimer, Suite 181, Houston, TX 77042 
(713) 981.9519 
Credits: ZZ Top, Rancho BeBop, Z- Rocks, Tokyo, The Road, Grey 
Haven, Walkee Talkee, A-Pace, The Judy's, The Big Boys, The Of - 
!enders, M.D.C. Slams, Charms, Blue Blazes. 
Services Offered( First Take is a full service company specializing in 
music production. Liveandstudeengineenrig, A . V. engineering, audio 
or video, and all phases of musc producton, arranging and consultation 
ire offered. 

BRYAN H YOSHIDA 
Engineer & Producer 
FARALLONES PRODUCTION INC 
P.O. Box 156, Saratoga, CA 95071 
(408) 253-8043 

Credits( Dirk Hamilton, Mike Bloomfield, Barbara McNair, Mickey 
McNeil (Three Dog Night), Doug McClure, Jerry Miller, The Wheel, 
Tom Scott Band, Terry and Monalisa Young, Mana Muldaur, Lux-
ury, Rick Lux Band, Scott Skinner Group, Flux, The Donuts, Cornell 
Hurd Band, Diane Martinez, The Blonds, Al Jarreas, Old Forest, The 
Chamber Jazz Ensemble 
Services Offered( Producer, engineer, musician, composer,  - 
arranger, photographer, accountant, business manager, sales 
representative, travel arranger and optimistical visionist Specializing 
in start to finish production of high clam, premium quality recording 
projects including numerous radio and video commercials "lust step 
onto the shore — Of silver sands and magical love lust — We'll meet 
again tonight, life by the bay" 
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KuPSCR KSM-1 PICTURED ABOVE 

KLIPSCH Presents A Whole New Slant 
On Stage Monitoring 

No longer will a musician 
have to strain to hear his 
performance over the sound 
of the P.A. stack. 

At least not when 
he's using the new KLIPSCH 
KSM ° or its big brother, the 
KLIPSCH KSM-1° 

Both these slant 
monitors have exceptionally 
hot midrange sensitivity and 
a response curve that allows 
them to cut- through any 
P.A. stack and ta virtually 
eliminate bass masking — that annoying 
loss of detail that occurs in music mixes 
with heavy bass information. 

Both have a multiangle cabinet 
configuration that gives you tremendous 
versatility in placement for silallow or 
deep stage. 

Simply stated, these new 
KLIPSCH monitors let you hear yourself 
perform. Clearly. 

introducing the new Ku KSM ( left) and KSM-1 slant monitors. 

Which Is For You? 
The real differeuce between 

these new monitors is in the bottom 
end. The KSM-1 has a larger ( 15") 
woofer and gives you a lile deeper band-
width making it ideal for monitoring 
kick drums, keyboards, and other instru-
ments requiring extended bass response. 
In most applications, however, the low-
end of the KSM is more than adequate. 

Hear For Yourself 
For a hot demon-

stration of the new KLIPSCH 
KSM and KSM-1 slant mon-
itors, look in the Yellow Pages 
for your nearest KLIPSCH 
Professional Products dealer. 
He'll have the products and 
the pamphlets to help you 
make the best decision. 

Compare these new 
monitors to any others of any 
price and you'll see what 

a great value KLIPSCH offers. 

Get with the new slant on 
monitors. With KLIPSCH. 

klipsch 
A Legend In Sound-. 
P.O. Box 688 • Hope, Arkansas 71801 
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Bryston 1B-Pro Phono Preamp 
Brystonvermont, of Montpelier, VT, has introduced 

the 1B-Pro phonograph cartridge preamplifier designed for 
broadcast facilities, recording studios and cutting rooms. The 
new unit, housed in a 1.75-inch rack mount package, features 
internal switches for setting cartridge capacitance require-
ments, and two front panel controls for gain adjustments. 

The 1B-Pro is available with XLR-type electronically 
balanced outputs; both balanced and unbalanced models may 
be loaded for 600 ohms. The preamp's gain and headroom are 
sufficient for both +8 dBm and +4 dBm operation. Price: to be 
announced. 
Circle #077 on Reader Service Card 

Ultra Precision Cassette Splicing System 
Electro Sound (Sunnyvale, CA) and Concept Design 

of Burlington, NC, have entered into a joint agreement to make 
available the newly-patented retrofittable Ultra Precision Splic-
ing System for the King 700 Series cassette loaders. This pneu-
matic operated splicing system includes a number of innovative 
features: no tools are necessary to change splicing tape rolls; the 
unit uses inexpensive, disposable injector-type razor blades; 
and the splicer's roller bearing design eliminates the need for 
constant lubrication and maintenance. 
Circle #078 on Reader Service Card 

Active Crossover from Nikko Pro Audio 
The D-403 dividing network from Labo, Nikko Audio's 

pro sound division, is a two-way stereo/three-way mono active 
crossover featuring: 22 crossover points ( 11 selectable frequen-
cies from 125 to 1250 Hz, with safety-recessed 10x multipliers), 
four independent level controls, and 12/18 dB per octave slope 
switches for both LF and HF bands. The unit is packaged in a 
21/4 -inch high rack mount cabinet, has built-in circuit breakers 
and accessory AC outlets, and is available with either silver or 
black faced front panels. Circle #079 on Reader Service Card 

Klipsch Slant Monitors 
Klipsch and Associates of Hope, Arkansas, have intro-

duced two new slant monitors for stage and PA applications. 
Each of these is a two-way vented box system with a 1.5-inch 
horn loaded compression driver for the high end. The frequen-
cy response of the KSM model (with a 12-inch woofer) is given at 
85-15k Hz ± 5dB; midband sensitivity is 104 dB, lw/lm; with a 
maximum continuous output of 126 dB at one meter. The KSM-1 
with a 15-inch woofer has a response of 50 to 15k Hz ± 5dB; a 
midband sensitivity of 102 dB at lw/lm and a maximum contin-
uous output of 125 dB. 

Both monitors feature a multiangle cabinet configura-
tion; 3/4 -inch void-free plywood construction; a textured black 
lacquer finish; and recessed carrying handles placed at balance 
points for easy transport by one person. 
Circle #080 on Reader Service Card 

Low Cost Time 
Code Reader Program 

Editing Services Company, of Plymouth, Michigan, 
have unveiled their full-featured play-speed time code reader 
program designed for the Apple II family of computers and 
compatibles ( 16k minimum). The program, which costs $40 
and is supplied on an unprotected DOS 3.3 format disk, reads 
and decodes both SMPTE and EBU versions of the frame ad-
dress code at ± 15 percent play speed at levels from —20 to 
+15 dBm. No hardware or modifications are needed: a single 
audio cable links the VTR or audio deck to the computer, which 
displays time, user bits, and drop-frame status. A "hold" mode 
feature freezes the display for note taking. ESC also offers a 
companion code generator (priced at $45) for off-line use. 
Circle #081 on Reader Service Card 
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Ursa Major Stereo Synthesizer 
The MSP-126 Multi-Tap Stereo Processor from Ursa 

Major performs a variety of stereo synthesis functions, includ-
ing stereo from monaural sources, precise sonic image manipu-
lations, ambience simulation, individual and cluster repeats and 
more. The unit utilizes PCM digital technology and offers eight 
modes, each of which can be further adjusted by two 16-
position controls. The MSP-126 has wide-ranging applications 
in music recording, film/video soundtrack production, elec-
tronic music synthesis, and especially to stereo AM and TV 
broadcasters and producers with the need to create high-quali-
ty stereo source material. Full mono sum (left ± right) compati-
bility is assured for end listeners with mono playback equipment. 

The front panel features a 16 character alphanumeric 
readout of modes and control parameters for easy repeatabil-
ity. Since the MSP-126 is totally software driven, new programs 
and updates are possible. The processor is priced at $2,500. 
Circle #082 on Reader Service Card 
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Studer A80MR MKII and A80QC MKII 

A solid foundation for high quality cassette duplication. 
Stability and precision are essential  
at both ends of your cassette dupli-
cation chain: mastering and quality 
control. Your cassette product is only 
as good as your master, and your 
quality control is only as good as the  
machine performing it. That's why 
leading duplication facilities — includ-
ing Capitol, CBS, MCA, and RCA — rely 
on mastering and QC recorders from  
Studer. 

The Master Class The Studer 
A80MR MKII mastering recorder is 
available in 1/2" and 1" formats with 2, 
4. or 8 channels. The new MKII version 
now offers transformerless inputs and 
outputs, a new headblock design with 
unequalled high frequency phase sta-
bility at low speeds, and a new record 
driver with higher record headroom. A 
special narrow-gap reproduce head 
delivers frequency response up to 20 
kHz, even at 3"3/4 ips. The A80MR MKII 
is compatible with chrome tape for-
mulations, and Dolby HX Pro* is avail-
able as an option. 

And the solid, Swiss-made trans-
port guarantees this exceptional per-
formance. Hour after hour, run after 
run, for years to come. 

The Heavyweight Champion of 
Quality Control At about 220 pounds, 
the A80QC MKII reigns as the world's 
heaviest "cassette" recorder. Its mas-
sive, die-cast chassis provides a stable 
platform for performing measure-
ments with exacting precision. In ad-
dition to inspecting raw tape packs and 
checking prerecorded tapes, the A80QC 
MKII may be used to make consistently 
reliable cassette calibration tapes. 

The new MKII version of the A80QC 
now offers a die-cast steel headblock 
chassis with calibrated azimuth 
control and new guides to 
minimize scrape flutter. A new 
repro head gives better S/N 
performance, while a new fer-
rite record head is compati-
ble with all three IEC tape 
formulations. 

Built to survive the 
cassette explosion. The 
pre-recorded cassette busi-
ness is booming, and the 
best business goes to facili-
ties offering the highest qual-
ity. Quality that begins with 
Studer and is assured by 
Studer. Call or write today for 

more information on Studer recorders 
for tape duplication applications. 

Studer Revox America, 1425 Elm 
Hill Pike, Nashville, TN 37210, (615) 
254-5651. 
'Dolby HX Pro is a trademark .4 Dolby Laboraione Inc. 
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secret to the 
CU 41's remarkable 
Performance is its 
unique double con 
denser capsule 
design. 
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SANKEN 
AUTHORIZED 
New York, Nash- 
ville and L.A. 
companies to 
market new 
microphone. 
and its related accessories 
of the first microphones 
the full potential 
dealers for the CU 

New York: Martin 
423 West 55th St., 
TEL (212) 541-5900 

Nashville: Studio 
1717 Elm Hill Pike, 
TEL (615) 366-1890 

Hollywood: Audio 
1419 N. La Brea 
TEL (213) 851-4111 

PICKS 
DEALERS 

Sanken 
of Japan, 
nounces 
lected three 

CU-41 dealers to 
41 uni-directional, 
condenser 

in the U.S. 
in the world 

of digital audio recording. 
-41 are: 

Audio Video Corp. 
N.Y., N.Y. 10019 
TLX 971846 

Supply Company, 
Suite B-9, Nashville, 

Industries Corporation 
Ave., Hollywood, Calif. 

TLX 677363 

sanken 

Microphone Co., 
proudly an-

that it has se-
authorized 

market its CU-
double 

microphone 
The CU-41 is one 
that can unlock 

The U.S. 

Inc. 
Tenn. 37210 

90028 

Japan's most original microphone maker 

Sole export agent Pan Communications, Inc. 
5-72-6 Asakusa, Taito-ku, Tokyo 111, Japan 

Telex J27803 Hi Tech/Telephone 03-871-1370 
Telefax 03-871-0169/Cable Address PANCOMMJPN 

Circle #088 on Reader Service Card 

Uher Portable Stereo Cassette Deck 
Uher of America, (North Hollywood, CA) has intro-

duced the Model 160 portable stereo cassette recorder. The 
160 features both Dolby B and C noise reduction, three built-in 
speakers for on-site monitoring, switchable automatic level con-
trol with two time constants and twin peak-reading meters with 
dB scales. 

The Uher 160 has a front loading cassette compart-
ment; three-way tape selector (Fe, FeCr and Cr tape); line, 
mike, radio and phono inputs as well as line, radio, monitor, 
headphone and speaker outputs. The unit can be powered by 
six dry cells, nickel-cadmium rechargeable batteries, 12 volt 
car batteries or 110/220/240 VAC 50-60Hz current. Optional 
accessories available for the Uher 160 include facilities for film 
dubbing, sync sound (Uher 160AV) and remote control opera-
tion. The recorder is priced at $905. 

Circle #085 on Reader Service Card 

Infinity RS11 Mini Reference Monitor 
The Infinity Systems RS11, a compact high fidelity 

loudspeaker, also has applications as a mini reference monitor 
in recording and broadcast studios. The RS Il is acoustically de-
signed for accurate, clear sound reproduction, and its ultra 
small ( 12" x 53/4" x 71/2 ") dimensions allow placement where 
space may be limited. 

The monitors' two-way design features a 4-inch poly-
propylene woofer and a 11/2 -inch polycarbonate tweeter. Priced 
at $112/pair, the speakers are rated at 50 watts maximum with a 
frequency response of 75 to 23k Hz, 3dB. 
Circle #086 on Reader Service Card 

Gatex Four Channel Expander/Gate 
Gatex, from USAudio, Nashville, TN, is a rack mount 

unit with four independent expander/gates built into a 13/4 -inch 
high package. Each channel has controls for: threshold (- 40 to 
+20 dB); attenuation range (up to —80 dB); release, from .05 
to 5 seconds; and a three step mode switch offering expansion 
slopes of 1:10 (gate), 1:2 (exp 1) and 2:3 (exp 2). Three LED 
status indicators are also provided for each channel. The units 
are based on the new Valley People TA-104 voltage controlled 
amplifier, yielding low distortion and wide dynamic range. 
Back panel connectors for signal input, key input, and output 
are three-conductor, 1/4 -inch type. Gatex is priced at $399. 
Circle # 087 on Reader Service Card 
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Soundcraftsmen MOSFET Amplifier 
The Soundcraftsmen PR1800, is a new MOSFET pow-

er amplifier rated at 600 watts per channel at 4 ohms from 20Hz 
to 20kHz FTC with less than 0.05 percent THD. The amplifier, 
designed specifically for low impedance loads with high contin-
uous power output, is also rated at 750 watts per channel at 2 
ohms, 375 watts per channel at 8 ohms. Construction is plug-in 
modular, for field serviceability. The left and right channel driver 
and output boards are interchangeable. Speaker protection is 
provided by in-circuit DC blocking as well as output relays; two 
two-speed, thermostatically-controlled fans cool the amp. 

Inputs may be balanced or unbalanced, with connec-
tions made via XLR connectors, barrier strip or 1/4 -inch phone 
jacks. Outputs are 5-way binding posts. The rear panel also fea-
tures stepped level controls, mono bridging switch ( 1500 watts 
at 4 ohms bridged mono), and an input compressor selector 
switch. The Clip-Sensing-Compressor (CSC) circuit enables 
substantially increased average power output, up to 15 dB po-
tential gain advantage, before clipping. The True-Clip indica-
tors for each channel are designed to detect waveform distor-
tion, thus providing an accurate indication of actual clipping. 
The PR1800 is priced at $1199. 
Circle # 089 on Reader Service Card 

It speaks 
for itself. 

Milab Variable Pattern Microphone 
The Milab VIP-50 is a 

variable internal pattern trans-
f ormerless condenser micro-
phone with on-board controls 
for the selection of polar pat-
terns, a-12 dB attentuation pad, 
and - line/mike level outputs. 
Each membrane on the dual-dia-
phragm capsule has its own ac-
tive balanced preamp with dual 
FET stages. The selection of 
polar patterns is accomplished 
via the mixing of the signals 
from the two preamps rather 
than any physical movement of 
the capsules. The microphone is 
powered by an external 48 volt 
source and an LED lights when 
the unit is "on." Manufacturer 
specifications state a frequency 
response of 20 to 20k Hz with a 
maximum SPL of 143 dB ( 155 
dB with the — 12 dB pad in 
place). The VIP-50 is distribut-
ed in the United States by Cam-
era Mart of New York City and a 
stereo version of the mike should 
be available later this year. 

Circle #090 on Reader Service Card 

We thought about hiring an expensive superstar to 
extoll the virtues of the famous Orban 622B 
Parametric EQ. After all, there are 622B's backing up 
superstars worldwide in recording studios, arena 
shows, broadcast facilities...you name it! But we 
decided not to. Because ultimately, the Orban 622B 
speaks for itself— it's the most widely used, popular 
professional Parametric in the world. 
The 622B combines full, four-band Parametric 
equalization with tunable notch filtering to 
offer extraordinary versatility and control. Our 
"constant-Q" design provides -40dB attenuation 
while allowing gentle, musically-useful broadband EQ 
too. This makes the 622B ideal for critical sound 
reinforcement chores as well as studio production 
work. 
Call your local Orban dealer for fur:her information. 

orbon sOarbnan Associates Inc. 645 Bryant St. 
Francisco, CA 94107 (415) 957-1067 

TLX: 17-1480 

Circle #091 on Reader Service Card 
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by Tony Braithwaite and Bob Hodas 

With SynchronousTechnologies' 
SMPL System, computer-based automa 
bon has been brought within reach of the 
small recording studio. SMPL is the first 
low-cost system using standard SMPTE 
time code; generating and reading 
SMPTE code to perform its various func-
tions of auto locate, autorecord in/out, 
search and cue, time code controlled 
metronome, and a pulse drum and syn-
thesizer synchronizer. 

SMPL comes complete with a 
computer control keyboard (which acts 
as the remote control), power supply, in . 
terface card, and all cables needed to ac. 
cess your TV (preferably color) and re-
mote jack on your tape recorder. The 
owners manual is very straightforwarci 
and set up can be completed in less than 
10 minutes. SMPL will operate Tascam 
234, 38, 48, 58, Portastudio; Otan MX 
5050 8-4-2 track; and Fostex B16, A8 
(the appropriate remote cable must be 
specified at time of order). With a little 
wiring, any remote-capable machine 

with electronic switching could use this 
system. Instructions in the manual are 
given for adapting from — 10 dBV to +4 
dBV usage. 

Once it's all plugged in and 
turned on, the four rehearse, entry, 
event, and write pages can be displayed. 
All pages displayed are clear and easy to 
read. The rehearse page displays SMPTE 
time in hours, minutes, seconds and 
frames for all functions. Functions dis-
played are run time, cue, record in, rec-
ord out, slate, time, SMPTE mode (stan-
dard only, no drop frame), tape status 
(ffwd, rev, stop, etc.) and tempo. Run 
time differs from time in that it displays 
the one minute SMPTE pad recommend-
ed for the front of each tune. In rehearse, 
you can store your cue and record in/out 
points while the tape is running with the 
simple push of a button. A beep verifies 
punch point locations when they are 
passed. In this mode a loop from the cue 
point can be set up and a section re-
hearsed as many times as necessary us-
ing only the transport button, before 
committing to tape. Once the musician 

learns his part, just enter the tape mode 
and SMPL will control the machine's re-
cord functions. When the tape enters re-
cord, a red stripe appears behind "re-
cord in" on the TV and a metronome 
click plays over the TV speaker. 

The entry page shows the same 
monitor display as rehearse, but in this 
mode, record in/out and cue can be 
typed in with the recorder stopped. This 
can be extremely handy for fine tuning 
punch points once they are established 
in the rehearse mode (especially if your 
recorder is slow on punches and you 
know the time lag). Tempo can also be 
programmed in this page from 47 to 255 
beats per minute. 

The event page displays a table 
in which eight event location numbers 
can be transferred to record in/out and 
cue locations on the other pages to speed 
up the overdub process. Scheduled for 
March '85 is an 8 channel event rack 
(priced about $250). In mixdown this 
can be linked to SMPL to control channel 
mutes, fader level, EQ in/out, etc. (any 
patched in switching function), at the 
designated event locations. The write 
page displays only an eight digit slate 
number for identifying songs, and is 
presumably factory update space. 

SMPL does everything it claims 
to do and does it well. The computer will 
indicate if it has problems reading the re-
corded SMPTE code insuring proper re-
corded levels. It will generate a 24, 48, 
or 96 pulse per quarter note sync pulse 
in square wave or 0.5 ms pulse wave 
form which is initiated upon passing the 
cue location. This is essential for working 
with rhythm machines or sequencers. All 
operations are handled by well-labeled 
buttons, and SMPL operation can be 
learned in one sitting. The only annoying 
thing found was that the cursor travels 
only down and right making entry move-
ments a little more time consuming. 

SMPL is ideal for the musician/ 
engineer who works alone in a home stu-
dio, and at under $1,000, the unit is a real 
steal. It is well suited for small jingle hous-
es in need of time code precision. This 
month, Synchronous Technology plans 
to introduce a unit with chase-lock capa-
bilities to allow the synching of two tape 
recorders. 

Computer automation is finally 
appropriate for the home and demo stu-
dio situation. The SMPL System operates 
on an industry standard now making 
home recordings interlockable with the 
larger professional studios. 
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If It's Worth Doing, It's Worth Doing Right! 

FLANNER'S 
PROAUDIO,INC. 

Serving The Recording 8( Broadcast Industries 

23230 Bluemound Rd 
Waukesha, Wisconsin 53186 

NOW 2 LOCATIONS 
Milwaukee (414) 785-9166 
Chicago (312) 451-1440 
Order Desk (800) 558-0880 
SALE • SERVICE • DESIGN • INSTALLATION 

NEOTEK SERIES II 
— LET OTHERS COMPROMISE — 

ettt ttt .. • 

Series Il 28x24 

EXCLUSIVE NEOTEK DEALER IN: 
• Wisconsin • Iowa • Missouri 

• Illinois • Nebraska 

• Minnesota • Kansas 

• No. Dakota 

• So. Dakota 

• Texas 

• Oklahoma 

• SIN-96dbu 
• Crosstalk > 67db 
• Freq. Response 20HZ to 20KHZ 
• THD 0.05% from 20 to 20KHZ 
Flanner's Pro-Audio has been represen-
ting Neotek recording and production 
consoles for 8 years. Neotek consoles are 
American made with features engineers 
want, and a price which owners like. 
Neotek consoles are available in many 
different configurations with a variety of 
options! Call Flanner's Pro-Audio today for 
complete information and pricing on 
Neotek recording consoles. NEOTEK— 
"Where quality and performance is their 
way of building consoles." 

UNDER $ 18,500 
For 20x16 

SONY/ MCI THE SOLUTION 
FROM MICROPHONES TO MULTI-TRACK TAPE SYSTEMS SONY'S GOT IT! 

Flanner's Pro-Audo sells Sony/MCI 
professional audio products in the 
midwest. Sony/MCI known for its 
quality, performance, and reliability. 
From microphones to multi-track 
recording systems Sony/MCI is the 
solution. Call Flanner's Pro-Audio 
today and let our sales staff assist you 
in whatever your audio requirements 
are. From simple microphones or 
complete multi-track systems! 

MIDWEST MASTER DISTRIBUTOR 
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The Lexicon PCM 60 
by William Johnston 

Quality digital reverberation has 
always been somewhat of a luxury. Posses-
sing a digital reverb system is akin to own-
ing a luxury sports car. Sure, gear down 
into 0.5 seconds of pure room decay. 
Meanwhile, you can brag to your friends 
about being able to go from 0 to 70 sec-
onds instantaneously. And, check out this 
reverb in reverse! You can almost smell the 
burning rubber on the pinch roller. 

Of course, this kind of flexibility 
has a place. Yet, a Maserati in a 25 mile 
per zone can be a bit frivolous. Thus, 
Lexicon has unveiled its answer to the 
economy consc:ous engineer, the 
PCM60 digital reverberator. The unit is 
designed to be compatible with a wide 
range of peripheral equipment for all 
studio and live performance applica-
tions. And, although it lacks some of the 
flexibility of some more expensive sys-
tems, the programs that are available on 
the PCM60 are excellent. 

Lexicon designed the PCM60 
to cover the most common reverb appli-
cations, realizing that, although special 
effects are often necessary, reverb is 
most often used in the same median set-
tings. There are two main programs on 
the PCM60: Plate and Room. The plate 
program emulates the basic character-

istics of a plate reverb system, although 
its sound is more diffuse than that of an 
actual plate. This is not a drawback, how-
ever, since this is an attribute of most 
digital reverb systems and is perhaps 
best described as the "digital plate" 
sound. The other program mode is the 
room setting. Obviously, this is intended 
to simulate a normal room environment. 
The room program features predelays, a 
highly diffuse sound and a natural 
sounding decay. 

Each of the two main programs 
can be modified in a variety of ways. 
First of all, there are four selections for 
the apparent size of the "acoustical 
space," ranging from small to large. This 
selects the amount of pre-delay in the 
program. In the plate mode, these delays 
are 1, 2, 7, and 46 ms. In the room mode 
these delays change to 6, 9, 16, and 37 
ms for the four settings. 

The reverb decay time is also 
variable in four steps. The actual decay 
time, however, is dependent on the size 
of the room selected. Thus, the range of 
decay times for the plate mode encom-
passes 0.2 seconds (small size/short 
decay) to 4.5 seconds (large size/long 
decay). The room mode operates be-
tween 0.3 seconds and 3.7 seconds for 
the same parameters. 

In each of the modes, the pro-

gram selected can also be modified by a 
bass and treble contour. In the room 
mode, the bass contour inceases low fre-
quency time below 800 Hz by approxi-
mately 50 percent. The treble contour 
decreases the reverb time by about 25 
percent, and a gentle filter above 2000 
Hz is added to simulate room absorption. 
Without the contours, the result is a flat 
response. 

In the plate mode, the menu 
changes. With only the bass contour en-
gaged, low frequency reverb time is 
once again increased by 50 percent be-
low 800 Hz. With only the treble en-
gaged, flat response is achieved. When 
both bass and treble contours are used, 
high frequency reverb time is decreased 
by 25 percent above 2000 Hz, and the 
2kHz filter is enabled. When both con-
tours are off, low frequency reverb time 
is decreased by 50 percent below 800 
Hz. Although this may seem confusing, 
the addition of the ability to cut below 
800 Hz on the plate program ultimately 
produces a more realistic "plate" sound. 

Thus, this little unit, which at first 
glance seems inflexible, has a fairly good 
selection of standard reverb programs. 
Since each of the four sizes has four 
separate reverb decay times on two pro-
grams with four possible contours, we 
have amassed 128 unique programs. In 
comparison, a plate can only adjust 
RT60 and only has one "program." Most 
live chambers are fixed to one sound as 
well. It looks like we may have left the 
residential zone behind. 

OTHER FEATURES 
The PCM60 includes a bypass 

switch for input signals, bypassing all 
processing, including the input level at-
tenuator, which connects the input dir-
ectly to both outputs. The PCM60 will 
automatically bypass if power to the unit 
is lost. The bypass can be activated by a 
front panel button, or by a footswitch 
which can be plugged into the back 
panel with a 1/4 -inch jack. The footswitch 
is available from Lexicon, but most any 
footswitch is useable. 

The front panel also includes a 
five step LED headroom indicator from 
-24 dB to 0 dB in six decibel step inter-
vals. I found this meter to be extremely 
accurate. As soon as the 0 dB indicator 
would light, digital clipping distortion 
would occur. 
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Of course, the PCM60 includes 
the standard input level control, output 
level control, and a dry/wet signal mix 
control. The back panel includes a bal-
anced mono input, stereo unbalanced 
output, an effects send patch point (pre-
reverb), an effects return break point 
(prereverb), and the aforementioned 
bypass switch input. Lexicon also in-
cludes two level matching switches, one 
for the input, and one for the output. 
Either or both are selectable for +4 or 
-20 dB operation. 
EVALUATION 

My first overall impression of 
the Lexicon PCM60 was that its sound 
quality was smooth. Thankfully, the 
PCM60 lacks most of the "digital graini-
ness" that has been associated with low 
cost digital reverbs in the past. This was 
even true of the longest and most diffuse 
of the programs, where this problem 
normally occurs. 

I found both the plate program 
and the room program to be of high 
quality. Although neither of the pro-
grams appeared to be an exact sonic 
equivalent to Lexicon's 224x, I would 
venture to make the comparison. The 
PCM60 programs were modeled after 
the more expensive 224x, and seems to 
live up to its lineage. Lexicon has been 
able to create this quality, low-cost 
reverb through the use of LSI (large 
scale integrated) chip technology. This, 
coupled with a newly developed analog 

to digital converter, has been respon-
sible for the low price without sacrificing 
the sonic quality. 

The only setting which sounded 
odd to me was the plate at very short 
decay times. There was an unnatural 
quality to it, sounding very electronic. 
Yet, I found this very useful on snare 
drum and kick, to add an electronic ef-
fect to acoustic drums. I must admit, 
however, a personal bias for "acoustic" 
reverb sound. 

The effects send and return 
patch can also be used for a variety of ef-
fects. Although in the studio most signal 
processing would be done before or af-
ter the unit, in live performance this 
patch, in conjunction with the bybass 
mode, can be effective. The loop can be 
used for compression, which will length-
en the apparent reverb time. Delay can 
also be inserted to increase the length of 
the predelay. Thus with this equipment 
available, the number of "programs" can 
be increased further. Equalization and 
gating can also be inserted for effects. 
Lexicon also suggests looping two 
PCM60s, but warns that in some modes 
(particularly the plate with a long delay) 
excessive coloration may occur. 

The layout of the PCM60 is sim-
ple, and can be easily understood. Those 
who have only worked with convention-
al reverb types in the past will have no 
trouble adjusting to the PCM60. The unit 
occupies one standard 19-inch rack 

space, and all functions are easily 
readable with LED indicators where ap-
propriate. The only visible disadvatage 
is that the exact reverb time and pre-
delay for any particular setting must be 
looked up in the manual, as no digital 
readout is included. However, this is a 
minimal disadvantage and remedying 
this would only add to the cost. All but-
tons are large and lend themselves to 
quick changes for live performance ap-
plications. 

The preliminary manual for the 
PCM60 is informative to both the engi-
neer and the performer. I was a bit amus-
ed at the suggestions for the proper set-
ting for the "kick drum sound of the '50s 
and '60s," yet it shows Lexicon's dedi-
cation to create products that are under-
standable at many levels. The necessary 
specifications were well displayed, as 
well as other useful instructions. The 
manual is not, however, geared towards 
user service, as no schematic appears. 
Repair inquiries should be made to Lex-
icon directly. 

To be completely honest, I think 
the PCM60 is a great bargain. For the 
price, a digital reverb (or for that matter 
any reverb) of this quality has never 
been available before. Too strong a 
pitch? I don't think so. On my first listen 
to the PCM60, I had to go back and 
check the actual price, which is $ 1495. I 
thought I might have made a mistake in 
the decimal place. 

nuugr FIFFECTE 
NOW NATIONWIDE 

"DISCOUNTED STATE OF THE ART RENTALS" 

(213) 871-1104 (818) 980-4006 

(800) 252-2010 
• MITSUBISHI DIGITAL 32 & 2 TRACK • OTARI 4 to 24 TRACK 

• AMPEX 2 & 4 TRACK • Q LOCK • JVC 3/4" VIDEO 

• YAMAHA GS1 • DX7 • DX1 • SYNCLAVIER II • 360 SYSTEMS • EMT 252 

• AMS EXTENDED LOOPS • LEXICON 224XL • PUBLISON • QUANTEC 

• SIMMONS SD7 • DR. CLICK • SRC • MX 1 • LINN • EMULATOR II 

• DRAWMER • DBX • DYNAMITE • VINTAGE MICS • KEPEX II • LOTS MORE... 

FOR COMPLETE INVENTORY CATALOG AND PRICES, 

GIVE US A CALL. 
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›Renkus-
Heinz Smart 
System 
by Dan Levin 

For almost two decades now, 
monumental advances in solid state elec-
tronics have bestowed upon the audio 
field a gift of technological evolution. Yet 
historically, loudspeakers remain the most 
limited and inefficient components of a 
typical sound system, generally unaided 
by the technology that's pushing much of 
the associated gear to new frontiers. 

Happily, a growing number of 
companies are advancing the field, with 
new products based on the crucial inter-
face between electronics and transduc-
ers. One recent example of this is Ren-
kus-Heinz' line of compact speaker sys-
tems incorporating revolutionary cross-
over and speaker protection features. 
The company's approach is based on a 
control system that allows for the ab-
solute maximization of sound quality and 
acoustic output from relatively small 
speaker enclosures. 

To accomplish this goal, a 
thorough understanding of the limita-
tions and physical properties imposed 
by compression drivers and moving-coil 
loudspeakers was of course necessary. 

As you may recall, both of these 
devices perform essentially the same 
task and are subject to the same electro-
mechanical shortcomings. The amount 
of power presented to the voice coil is 
one limiting factor, in that the greater the 
power delivered, the greater the heat de-
veloped. This is a true limitation, as 
anyone who has burned up a voice coil 
knows. Secondly, since all drivers are of 
a finite size, the amount of movement of 
the diaphragm (known as excursion) is 
also finite. The amount of excursion is in-
versely proportional to the frequency 

(Above) X1 crossover and B1 Array 
Series speakers. 

being reproduced, limiting the frequen-
cy range of any given driver. So how 
does one minimize these properties and 
still derive maximum potential? 

The only practical way to re-
duce the heat built up due to excessive 
power is to simply reduce that power 
level by an appropriate amount. Fairly 
obvious, one would think. This is typical-
ly actuated by compression circuitry, 
and is basically the same process utilized 
to deal with thermal overloads in the 
Renkus-Heinz system. The true elegance 
of this control system is the manner in 
which excursion limitations have been 
avoided while simultaneously using the 
same solution to further audio advantage. 

The SMART speaker system as 
it's called, consists of a SMART cross-
over coupled to one or more of the Array 
Series speakers. A single crossover, ca-
pable of driving up to six power ampli-
fiers, is the "brains" of the operation, util-
izing microprocessors to sense an input 
signal (essentially a feedback loop from 
the power amplifier output) and take cor-
rective action upon the crossover's out-
puts accordingly. The SMART cross-
over is available in single (mono) or dou-
ble channel (stereo) versions. 

Initially, the smart crossover 
works as any standard active crossover 

does: the input signal is split at the cross-
over point, 1.2 kHz., with a filter slope of 
18 dB per octave. From this point on 
however, drastic differences are to be 
found. First, the separate signals are im-
pressed with massive amounts of equal-
ization. This is based in part on the 
characteristics of the Array Series 
speakers and will be addressed a little 
later on. Next the signals go through 
VCAs which assume the role of power 
limiting or compression in the event of 
perceived thermal overloads at the 
drivers. From here the signals are passed 
on out to the power amplifiers, which are 
further routed to not only the ap-
propriate speaker sections, but to the 
aforementioned feedback loop as well. 
This loop is then sent to the micro-
processors which determine whether or 
not to take corrective action upon the 
equalization and/or VCA levels, and if 
so, how much. LEDs on the front panel 
indicate whenever any one of the above 
functions are taking place. 

On the back panel one finds a 
balanced (XLR) and unbalanced (1/4 ") in-
put, plus two balanced low frequency 
and high frequency outputs (one each: 
XLR and stereo 1/4 "). There are also two 
recessed slide switches. One of these ac-
tivates a loudness compensation circuit 
not unlike the type found in home stereo 
systems. However, this particular circuit 
is continuously variable, and changes 
with program volume. The remaining 
switch allows you to either ground the 
chassis or "float" the ground, a nice con-
venience. Lastly, there are two 1/4" inputs 
for the sensing cables which are provid-
ed with the SMART system. 

So what's this elegant solution to 
the problem of diaphragm excursion 
that I've been so slow to explain? The 
SMART crossover changes the cross-
over point automatically and instanta-
neously over the range of 800Hz to 
2kHz depending upon the character of 
the program signal at any instant of time. 
Also, due to the tight time coherence of 
the crossover and the near replication of 
dispersion characteristics between driv-
ers through this frequency region, any 
change in crossover points proves to be 
completely inaudible! This has two very 
impressive consequences. 

First, as excursion limits are be-
ing approached by one driver the cross-
over frequency changes, placing the 
greater burden upon the other driver, 
which most likely is better suited for 
reproducing that particular program fre-
quency. The frequencies in question are 
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Tuned up for low-speed 
performance. 

Until now, professional tape duplication engineers had to 
produce their low-speed masters on machines better suited 
for high-speed record mastering. They've suffered long enough. 
Otani introduces the MTR-10-4 LX. 

We've taken our popular MTR-10-4 
and turned it into a new beast: The LX 
—a 'h" four-channel recorder specifically 
tuned for the requirements of low-speed 
duplicator mastering. 

The LX delivers a frequency re-
sponse of 20 Hz to 17.5 kHz and signal-
to-noise ratio of 64 dB, at 3.75 ips. At 7.5 
ips, frequency response is 20 Hz to 20 
kHz, with a signal-to-noise ratio of 67 dB. 
And of course, the LX has all the other 
professional features of our MTR Series 
recorders. 

The Dolby ¡IX pro option is available on both the 
MTR-10-4 LX low-speed Mastering Recorder and the 
DP-80 high-speed Duplication System. 

The faster master 
Once you've recorded a state-of-the-art duplication mas-

ter on the LX, it would be a shame to reproduce it on any-
thing less than our DP-80 high-speed duplication system. 

The DP-80 master runs at an incredible 
480 ips— twice as fast as any other dupli-
cator — and fast enough to allow for 7.5 
ips masters at a 64:1 duplication ratio. 
With the LX and the DP-80, duplication 
engineers now have the tools to take pre-
recorded music to new limits. lbgether, 
they make great music. 

For more information, please call 
Otani Industrial 
Products Division, at (415) 592-8311. 
Otan Corporation, 2 Davis Drive, 
Belmont, CA 94002. iblex: 910-376-4890. 

•17ademark Dolby Laboratories Licensing Corporation. 
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reproduced by both drivers simultane-
ously and in varying amounts, for 
smooth, inaudible transitions. 

Secondly, this interactive pro-
cess creates in essence a mid-range 
speaker where there once was none! 
Realizing this capablility of extended 
sound reproduction, in the guise of a 
speaker protection circuit, is really a nifty 
trick. Taking this concept one more step 
prompted the heavy equalization im-
posed by the SMART crossover, to which 
I referred earlier. Knowing that the 
speaker components are protected from 
most any signal-induced failures allows 
for the safe application of such an exten-
sive boost at both the low and high ends. 
This results in as much as an extra octave 
of frequency response, eliminating the 
need for sub-woofers and super tweeters 
for most applications. 

Obviously, these equalization 
and speaker protection circuits must be 
precisely calibrated in conjunction with 
the speaker enclosures. This makes the 
SMART crossover a dedicated unit, in-
tended only for use with the Array Series 
speakers. Don't expect to use it with other 
speakers and derive the same results. 

There are three Array Series 
speakers available in this new Renkus-
Heinz lineup. The largest enclosure, 
model B1, tested for this review, utilizes 
two 15" woofers housed in a vented 

cabinet, above which is found a 2" com-
pression driver mounted to a wide dis-
persion horn. Model B2 boasts a single 
15" speaker and the same horn, while 
model B3 contains this same configur-
ation housed in a monitor style cabinet. 
All enclosures are well constructed of 
16-ply birch hardwood, internally 
braced with angle-iron brackets at all 
seams, and are covered with a tough 
indoor-outdoor type carpet. 

Model B1 has a rated maximum 
SPL of 134 dB continuous, 140 dB peak. 
Sensitivity is 108 dB (1 watt, 1 meter), 
and it has a nominal impedance of four 
ohms. The high frequency dispersion is 
given as 60° x 45 ° : dimensions are 
24"W x 51"H x 17"D, and the enclosure 
weighs in at 125 lbs. 

Model B2 has a rated maximum 
SPL of 130 dB cont., 136 dB peak. Sen-
sitivity is 105 dB (1 w, 1 m), and it has a 
nominal impedance of 8 ohms. The high 
frequency dispersion is given as 90° x 
500 . The cabinet stands 20"W x 30"H x 
16"D and has a net weight of 85 lbs. 

Model B3 has a rated maximum 
SPL of 129 dB cont., 135 dB peak. Sensi-
tivity is 104 dB ( lw, 1m), and it also has a 
nominal impedance of 8 ohms. The high 
frequency dispersion is again 90° x 
500 . The enclosure stands 19"W x 25"H 
x 28"D, weighing 87 lbs. 

Despite the moderate weight of 
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An outstanding facility in a great resort, Reno, Nevada. 
GRAMMY'S HOUSE opens mid-'85. Hear you there. 

Another 
CHIPS DAVIS 
LEDE DESIGN 

Examine the state of acoustic design technology with 
Chips Davis at the European A.E.S. Convention, March 
5-8,1985, Hamburg, W. Germany. Tour Europe's first 
and only Chips Davis' design, STARSTUDIO, GmbH, 
Hamburg. Messages March 3-8. CP Hamburg Plaza, 
(49)040/35-020 or STARSTUDIO, (49)040/40-10-51. 

Las Vegas: 702/731-1917 
San Francisco: 415/457-1070 

the Bis, I found them easy to move around 
by myself. Handles are of the large re-
cessed type, located on either side of the 
enclosure. The woofer area is complete-
ly covered by a heavy perforated steel 
mesh, which resonated when "plucked," 
but never audibly vibrated during use. 
The entire front face of the enclosure is 
recessed from the leading edges, which 
allowed the units to be stored face down 
without contacting any of the inside sur-
faces, i.e. the horn or grill. This simple 
design consideration ultimately allowed 
for one-person transporting — I realize 
this is of little consequence for fixed 
installation applications, but for those of 
us condemned to a life of schlepping 
gear, this is the sort of detail to which one 
sings praise! 

For patching, a recessed area 
on the back of each enclosure houses 
two low frequency inputs (female XLR) 
and above these, two high frequency in-
puts (male XLR). These are wired in 
parallel for interconnecting like units. 
Available as an option and present on 
my demos were three "fly-points" per 
cabinet, located on the top (and also 
available on the bottom). 

One of the most important user 
responsibilities is to provide power am-
plification of sufficient magnitude. This 
keeps the amps operating in their most 
linear region thereby minimizing clipp-
ing distortions and further keeping any 
signal disturbances to the speaker sys-
tem, where they are automatically cor-
rected. The amount of power required 
for the Renkus-Heinz Array Series 
speakers is 200 watts per driver. This is 
crucial. The two model Bis I demo'd re-
quired 600 watts each. This may seem 
like total overkill, but it's necessary. 

To satisfy my curiosity, I inten-
tionally underpowered the system once. 
The result, in strictly technical terms: 
pretty funky. When installed correctly 
however, I found it to be absolutely 
unsurpassed for a system of its size. True, 
the system is not cheap. Nor is 1200 watts 
of power amplification. But for the quali-
ty of sound these babies produce, and 
the degree of speaker protection afford-
ed by the SMART crossover, I'd say it's a 
pretty "sound" investment. 

Now admittedly, I never got the 
protection circuitry to kick-in, but then 
again, my program levels probably 
never reached an extreme overload 
condition. I'm further aware of the fact 
that an overwhelmingly positive review 
tends to impart either doubts of credibil-
ity or suspicion of nepotism on the part of 
the reviewer. To this I will reply, "Not 
true!" And you've just got to try this 
system out to believe it. 

For further information or the 
name of the Renkus-Heinz dealer nearest 
you contact: Renkus-Heinz, Inc. 17851 
AB Sky Park Circle, Irvine, CA 92714. 
(714) 250-0166. 
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by Carol Kaye 

When I think of guitar sounds in 
the '60s, I flash back to the great rich 
sounds that Billy Strange became so well 
known for. Many of you remember him 
on "Goldfinger," from the James Bond 
movie. You've heard him on Elvis rec-
ords, Frank and Nancy Sinatra tunes, 
Phil Spector dates and many film and 
television soundtracks. His stellar career 

has so many credits that I couldn't begin 
to list them here. 

Billy now lives and works (in his 
typically frantic but well organized 
schedule) in Nashville. I had a chance to 
spend some time with him recently and 
playback a few memories. 

Mix: When did you start playing? 
Billy: I started singing on my father's 
radio show when I was 5 years old. And I 
sang through grammar school and then 
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decided that country music was not my 
forte and that I should be a jazz player, so 
I took up the trumpet. But when I was 
about 17 I developed asthma and could 
no longer play. I had to move to Arizona 
to get rid of it. Then a friend of my father's 
by the name of Buddy Kelly, who was a 
very fine guitarist, gave me an old Gib-
son L-5 and said, "Since you can't play 
trumpet, learn the guitar." He taught me 
about four or five chords and I just kept it 
up over the years. 

Mix: When did you really start working 
with the guitar? 
Billy: For a good number of years I 
worked with Spade Cooley. I left Spade 
and went to work for Smokey Rodgers in 
San Diego, making terrific money sing-
ing and playing a little guitar. I was mak-
ing $250 or $300 a week and then I got a 
call from Cliffy Stone who had seen me 
somewhere and said I'd like to have you 
on my television show, which was a Sat-
urday night show and dance, and I said, 
"That sounds terrific, I'll do it." So I quit 
Smokey's and went to work for Cliff y for 
$37.50 a week. But the show was good 
experience and I got to play more guitar. 
This was about '56 and I began playing 
record sessions for people on Cliff y's 
show, like Tommy Sands and Molly Bee 
and Tennessee Ernie Ford. Practically 
everybody who worked for Cliffy re-
corded for Capitol Records, as did I. I 
had some country chart records, but 
none that did that well...but back then I 
was a singer who also played guitar. 

Mix: What made you give up singing? 
I've heard what a good voice you have. 
Billy: I really did not enjoy the spotlight 
that much. The recognition was lovely 
and the applause was great, but it didn't 
last long enough. I felt that there was 
more for me to do and more for me to say 
musically than what I was capable of 
vocally. 

Mix: When I first met you, it might have 
been a Phil Spector date in the late'50s or 
early '60s, I remember they would al-
ways call you in for the guitar solos... 
then a little later Glen Campbell ap-

Posing with his employer, Tennessee 
Ernie Ford, in 1958, for a photo to pro-
mote the Gibson Les Paul guitar. 
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peared on the scene and then it was the 
two of you getting a lot of the guitar solos 
in L.A. 
Billy: And James Burton eventually re-
placed both of us. At the time, I was 
working [Tennessee] Ernie's show in San 
Francisco, I was flying back to L.A. 
every day to do sessions. It was funny... 
in San Francisco I was considered a boy 
singer who also played guitar, but in 
Hollywood I was a guitar player who 
also sang. I'd be working two shows a 
day for Ernie and then fly back as quick 
as I could to do dates for Les Baxter or 
Phil Spector. 

Mix: How did you feel about yourself as 
a studio guitarist? Were you happy? 
Billy: I was very, very happy...but a little 
reticent to call myself a guitarist. It was 

embarrasing for me to go into a session, 
sit next to Barney Kessel or Howard 
Robbins or Tommy Tedesco and have 
Nelson Riddle say to me, "Here's a six-
teen bar solo.. just play whatever you 
want to play." At that point in time, I 
could barely read. 

Mix: A lot of jazz players couldn't read. 
Billy: My background was from the 
country marketplace, where guitar 
sounds and guitar feels were totally dif-
ferent. Most guitar players played way 
down in level, allowing the engineer to 
bring them up in the mix. But I came in 
and sort of attacked, from a level stand-
point...and kept my amp wide open. If I 
made a mistake, everybody heard it. But 
you felt and heard the power. 

Mix: Your unconventional approach 
saved a lot of sessions. 
Billy: I remember doing a session with 
Nat King Cole. He had this georgeous, 
lush arrangement but it was just falling on 
its ear.. nothing was working. So I came 
up with an old Floyd Kramer piano/steel 
guitar kind of thing just when they were 
ready to throw the whole thing away. It 

wasn't necessarily the greatest thing mu-
sically but, because of this novel idea, it 
leant itself to a more commercial attitude 
than they had forseen...and "Ramblin 
Rose" went on to sell something like 
seven million records. 

Mix: How did you learn arranging? 
Billy: The basis of my arranging came 
from writing arrangements for myself as 
a singer. Plus I had a few arranger 
friends like Billy Liebert and Les Taylor. 
And my neighbor was Hank Mancini, so 
when I'd get in trouble I'd call Hank and 
say, "Please help me...I'm doing so and 
so...how do I write for that? And I got all 
kinds of advice. I stole from everybody I 
could. I think we all learn from each 
other. None of us know it all. I asked 
Mancini one time about how he got that 

lovely high filtered quality in his violins. 
And he said, "Very simple. I use 24 
strings." And I said, "Can't afford that." 
So he said, "Cut it back to twelve and 
add three piccolos." 

Mix: Your solos were brilliant in their 
simplicity. 
Billy: I was never a fast guitar player. I'd 
never write 16th notes into a bar where I 
could play four just as well. I felt that four 
good well-chosen notes meant more to a 
listener, commercially, than my seeing 
how fast I could amaze them with my 
finger talent. The emotion that it evokes 
from you is what you are able to convey. 
If, technically, you can play it twice as 
fast, that doesn't make it any easier for the 
listener to hear. 

Mix: Didn't you do quite a bit of work for 
The Ventures? 
Billy: There was a time, about 1963, 
when they were on tour in Japan and Bob 
Reisdorf at Dolton Records, who they re-
corded for, called me and several other 
studio players and said, "I have to get out 
a Ventures album, immediately, and the 
boys won't be back for 90 days." So us 

(A ho ve) Billy (seated) ted) at London's Pye 
Studios with Nancy Sinatra and Lee 
Hazelwood recording the "Nancy in 
London" album, in 1963. (Left) Billy 
with Elvis on a 1970 scoring session for 
the film "Live a Little.. Love a Little." 

studio musicians became the Ventures, 
far two or three albums. 

Mix: I know that you did all the arrange-
ments for Nancy Sinatra. I remember we 
did one tune that didn't quite make it, and 
then all of a sudden you came up with 
"Boots" ("These Boots are Made for 
Walkin'.") 
Billy: We cut four sides on her and they 
released two of the sides and canned the 
other two. Then we went in for the next 
session and, if you recall, "Boots was the 
last song on the session and I think we 
had fifteen minutes left. We cut a track of 
it and made a quick change or two. We 
cut it a second time and I realized that 
there was a bad horn note in it. We went 
from a G to an E minor and somebody 
was playing a G sharp, making it an E 
sever. chord. And I remember begging 
[producer Lee] Hazelwood saying, 
"Please, Lee, let's just do one more take." 
And he said "I can't afford the overtime.. 
besides, nobody will ever hear this 
song:" But Nancy fell in love with the 
track. 

Mix: I remember Nancy took the track to 
her father, Frank, and he said, "That's a 
hit. Take it back and put your voice on 
it." And so you've had to live with that 
bad note all your life! 
Billy: And what's even worse, is that as 
we walked out of that session, every 
musician, and even the producer was 
saying "This is the worst piece of junk.. 
it'll never sell." And, of course, after it be 
came a smash and we went back in to 
finish the album, then everyone said, "I 
knew it was a hit the minute I heard it." 

—Next month we'll continue our discus. 
sion with Billy and find out why he loves 
living and working in Nashville. 
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es Paul—what a guy! What a 
musician, what an inventor, 
and what a card. Imagine what 
a kick it must have been listen-
ing to a new Les Paul record 
on the radio and hearing re-
cording tricks like multitrack-
ing and slap echo for the very 
first time. It was the equivalent 
of Sgt. Pepper for an earlier 
generation. 

While in New York recently, I was invited 
by our editor, Mr. Schwartz, to hop 
down to Fat Tuesdays for the weekly Les 
Paul set. It was an ear opener to hear his 
music and some of the choicest patter im-
aginable. Les is a true storyteller, both in 
words and music. I still can't figure why 
there wasn't a line of fans stretching half 
way across Manhattan. After the show 
we chatted and he invited us to his studio/ 
home in Mahwah, New Jersey. 

Now keep in mind, Les Paul was 
overdubbing before anybody knew 
what it meant or. how it was done. He was 
responsible for the first eight track built 
by Ampex. He built his first electric 
guitar at the age of 13 by tearing his 
Sears guitar apart and attaching the nee-
dle from his mother's Victrola. When he 
was ten he constructed the first harmon-
ica holder in recorded musical history. 
During the '40s he built an illegal radio 
station in his New York basement and 
broadcasted jam sessions all night long 
over a 12 block area. "The Booger Bros. 
are on the air. The Pink and Yellow net-
work at the top of your dial!" And, to a 
multitude of electronic troubadours, the 
Stradivarius of the 20th Century has 
become a vintage '50s Les Paul Gibson 
guitar. 

Dream back to 1952 when the Les 
Paul and Mary Ford "New Sound" had 
racked up over 10,000,000 record sales 

Les proudly displays one of his first 
performance guitars, a modified 1928 
Gibson L-5 he used under the name of 
"Rhubarb Red." 

and join us for a little tour through the 
home and mind of the man today. 

Bonzai: You're well known for your 
technical innovations and your playing 
ability, but what about creative audition-
ing? I heard that you once auditioned in 
an elevator... 
Les: Well, I was actually waiting for an 
elevator, with Ernie Newton, my basq 
player, and Jimmy Atkins, Chet Atkins' 
half-brother, who played rhythm guitar 
and sang. We had been rehearsing for 
two years and we had two numbers 
down — we really felt like we owned 
them. 

In those days, the "WLS Barn 
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I knew Paul Whiteman very well and 
there would be no problem in getting a 
job. I had never met Paul Whiteman so I 
had to sort of tell a white lie to get the 
guys to have faith. So, they kept prod-
ding me: "When're you gonna call your 
buddy? 

I was sort of cornered so I boked his 
number up in the phone book and he 

"The Log" is believed to be the first electric solid body guitar. Les puts this 
together in 1941 from a four by four chunk of wood that he worked on after-
hours at the Epiphone Guitar plant. Epiphone later supplied the "wings"so the 
instrument wouldn't rotate as he played it. 

Dance," a radio show out of Chicago, 
was much bigger than the Grand 01' 
Opry and we talked to a booking agent 
who put us with the road shows. We got 
booked doing Hillbilly and I was Rhu-
barb Red. In 1936 I talked Ernie and Jim-
my into quitting the "Barn Dance" and 
we packed up the car to head for the 
bigtirne. The Hoosier Hotshots, Red 
Foley, Johnny Johnson and the whole 
group of fellas who lived in our building 
in Chicago helped us pack. They were 
all sianding around and Ernie says, 
"Well, we're all ready to go — I'll drive 
first."He put on a chauffeur's hat and we 
were having a lot of fun about going to 
wherever, but we hadn't decided which 
way to go. It was L.A. or New York, so we 
flipped a coin and it landed New York. 
We worked our way to New York via a 
million detours and by sheer luck we 
ended up at the Chesterfield Hotel — 
:hat's where all the musicians hung out at 
the time. We had really landed in New 
York in pretty bad shape. We were 
washing out our clothes and we couldn't 
go out anywhere until they had dried. 
But we were happy just being stupid and 
young. 

told the guys not to worry because 

was just a couple of blocks away at 53rd 
and Broadway, where the Ed Sullivan 
Theater is now. I called and the secretary 
asked who it was and I said, "Rhubarb 
Red — no, it's Les Paul." I had decided to 

"It's odd, but you can 
think of something and 
actually build it or pat-
ent it and then find out 
that it's already boon 
sitting ou: there some-
where." 

change my name but I wasn't used to it 
after playing hillbilly for so long. She told 
me he was busy and I told her we'd like to 
see him. She said, "I'm sure you would, 
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but he's busy," and hung up. The guys 
are standing there asking what he said, 
so I told them the secretary said to come 
right over. 

We walked over, got in the elevator 
and got off on the 12th floor looking 
smack dab down that long corridor past 
her sitting at the desk. I could see Paul 
Whiteman like miles down the road. I 
said, "I'm Les Paul and I've come over to 
talk to Paul Whiteman." Paul heard me 
and said, "Close that goddamn door." 
The door closes and there we are in the 
hallway. Ernie looks at me and says, "I 
thought you knew him real well." I said, 
"Well, from that distance he probably 
didn't recognize me and anyway, in New 
York it's different." At that moment out 
comes Fred Waring, right next to where 
we were standing. He pushed the button 
to go down — later on I found out that he 
was having his offices rennovated and 
they were working on his bathroom that 
day so he was using Paul Whiteman's. I 
walked over to him and said, "You are 
Mr. Waring aren't you?" He says, "Yeah, 
yeah, yeah, but if you're thinkin' what I'm 
thinkin' — I've got 62 Pennsylvanians 
and I'm having a hard time feeding 
them." I says, "Well the elevator's way 
down in the basement — can we play til it 
gets here?" Then he says, "Wen can't do 
much about it anyway." 

We broke out with "After You've 

GET CARRIED 
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Gone" and played it faster and faster as 
the elevator started up — it was terribly 
fast anyway. He was quite impressed 
with us, so he told us to get in the elevator 
and we went down to the next floor and 
followed him into an enormous rehearsal 
room with 62 Pennsylvanians — the or-
chestra, the glee club, everything. He 
asked the band to stop and told them he 
had run into — "What do you call 
yourselves?" he asked me. I kiddingly 
said we were the Ozark String Trio, and 
we kidded around a bit and then he said, 
"Seriously, these three guys played for 
me while I was waiting for the elevator 
and I want you to hear 'em. If you like 
them as much as I do, we're gonna add 
'em to the Pennsylvanians. We played for 
them and they applauded and we 
became three more members, which 
made it 65. 

Bonzai: Was your playing new to them? 
Les: Very new. First of all, the electric 
guitar was quite unique. 

Bonzai: Was this the guitar you had 
made from a Sears guitar with some 
pickups from your mother's record 
player? 
Les: No, this was later on. I had gotten 
past the earphone element where you 
use the magnet and the coil and put it 
under the strings. Lyon and Heally had 

• 3 band EQ with sweep midrange 
- on each balanced mic/line input. 
• 2 monitor and 2 effects sends 
- 4 sends on each input. 
• Full throw faders for complete 
control. 
• Insert points on all inputs - 
for extra control of your music. 
• Rugged wire-less design for 
road dependability. 
• Solos on all inputs and 
auxiliary returns. 
• Powerful headphone monitor 
amplifier. 
• All metal construction - rugged 
and quiet. 
Ask for it at your local dealer - 
or call (203) 324-2889 for further 
information. Then, let the music 
carry you away! 

Connedronics ONNECTRONICS CORPORATION 
652 Glenbrook Road Stamford CT. 06906 U.S.A. 
Telephone ( 203)324 2889 Telex. 643678 

Circle #096 on Reader Service Card 

come out in 1935 with their pickup, 
which was something you attached to the 
bridge and put under the strings, and it 
had a volume control on it. Mine was 
similar, but it mounted to a little cut-out 
by the fingerboard. You can see it right 
over there — that's the guitar I had. It 

"When I got into multitrack-
ing and overdubbing, I took 
the guitar and deliberately 
began to change its sound... 
Bob Moog once said to me if I 
hadn't been clowning around 
with all those sounds, he 
would never have come up 
with the synthesizer..." 

says Rhubard Red on it. That's the guitar 
I used for that audition. But what prob-
ably impressed Fred Waring the most 
was the fact that my bass player had a 
brush that he held in his right hand, like a 
drummer's brush, and he had a piece of 
sandpaper glued onto the bass, so that 
when he went "boom" he followed with a 
"shoosh." We had that going along with 
the electric guitar and he had a high hat 
as well — this guy had everything but 
something stuck up his rear end. We 
were all busy, and Jimmy was an ex-
cellent singer with a low voice like Bing 
Crosby's. We had a unique sound. 

Bonzai: Your real name is Lester... 
Les: Polsfuss — it's German. My 
mother's name is Stutz. I grew up in 
Waukesha, Wisconsin, playin' the guitar 
and harmonica. 

Bonzai: Was the harmonica your first in-
strument? 
Les: Yeah... 

Bonzai: And didn't you build yourself a 
little brace? 
Les: Yeah, I can show it to you. It's the 
original. I never changed it from the se-
cond I built it. It's made from a coat-
hanger — never patented it and it's still 
one of the best harmonica racks around. 
You see, you can mount two harmonicas 
and change from one to the other 
without moving your hands by turning 
them over with your chin. With two har-
monicas you can play in four keys, be-
cause if you blow you're in "C," say, and 
if you draw you're in another key. 

Bonzai: So, you've been into multiplicity 
from the very start... 
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—Randy Bishop 
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Les: And simplicity. Everything I did 
was as simple as I could get it, and as 
reliable and workable and as stable as 
possible. 

Bonzai: Can you remember those 
moments of invention, that "Eureka!"? 
Les: It was all accidental. You never can 
tell when it will happen. It's odd that you 
should ask that — something came whiz-
zin' by my mind yesterday. I thought to 
myself, there's another case where you 

Les: In 1942, Meredith Wilson, our 
musical director, was approached by the 
Navy. They said that if he had a guy in his 
band that had a very good ear and was 
associated with electronics as well as 
music, they needed him for a special pro-
ject. Meréclith just pointed at me. 

They wanted me to be submerged in 
a diving bell and listen to real submarine 
sounds and then to a simulated sub-
marine. I was asked to explain the dif-
ferences I heard between the subterfuge 

In 1983 Les was presented with a Grammy, by NARAS president Bill Ivey, for 
his lifetime contributions to the recording industry. 

don't have a list of things you're going to 
invent. It just flashes in your mind. 

Bonzai: Do you think that somebody 
else might have come up with your in-
ventions if you hadn't? 
Les: No matter what I'm thinking of, 
there's no reason for me to think that 
there aren't many others thinking the 
same thing. It's odd, but you can think of 
something and actually build it or patent 
it and then find out that it's already been 
sitting out there somewhere. 

Bonzai: I heard a story about you play-
ing with the Armed Forces Radio Ser-
vices during WWII... 

box and the real McCoy, so they could 
misguide the enemy and get them to go 
chasing a decoy. I analyzed the sound 
and told them things like there was a 
squeak at seven kiloHertz — seven 
kilocycles at that time. When it was over, 
they thanked me, and I was curious 
about something. I asked one of the 
engineers what kind of transducer they 
were using and learned that it was 
berium titenate. They gave me a cigar 
box full of the stuff and I built a guitar us-
ing it in 1943. In 1950, I was still working 
with this high impedance device which is 
the electrical acoustical box that ampli-
fies the Ovation guitars — piezoelectric. I 
could have patented it because it didn't 
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INTERNATIONAL 
UPDATE 

IA 
by Richard Dean 

You'd be right to think that a 
17th Century castle, complete with 
moat, castellated roof, portcullis, draw-

bridge, and a remote-controlled oak 
door is an unlikeiy place for a recording 
studio. But it's the home of Lark Studios, 
the first with the so-called "Tom Hidley 
Design" acoustic. 

Some people know about the 
new control room acoustics system from 
Tom Hidley, who used to work for JBL 
and Westlake, later founding the Eastlake 
operation. The Eastlake operation has ef-
fectively been taken over by Dave 

Hawkins, formerly of Scenic Sound, in 
what started out as a co-operative agree-
ment with Hidley. 

I accepted an invitation from 
Alan Stewart of AlanGrove to see — and 

Castle entrance showing drawbridge 
and castellated roof. 

more to the point, hear — the first of 
Hidley's new treatments in commercial 
operation. AlanGrove are the video and 
audio studio building specialists working 
with Hidley on the construction of the 
new design. The venue was to be Lark 
Studios, Italy's first Eastlake creation, 
nestling within the buttressed contours of 
a 17th Century castle in Caramatre, a 
small village on the northern outskirts of 
Milan, Italy. 

Since Lark was built in 1975 
there are now about half a dozen 
Eastlake installations in Italy, and the 
studio itself is a fairly typical example — 
shaggy-pile carpeting, rock and bark. 
wall finishes, areas set aside for piano, 
percussion, guitars, a separate "live" 
room for strings and horns, and a solo/ 
voiceover area between the sliding 
doors to the control room. But that's 
where normality comes to an abrupt halt. 

While retaining the characteris-
tic shape of something resembling a 
stretched decagon, the control room has 
been extensively changed. Gone is the 
paneled ceiling, much of the bark, and 
most of the rock. In their place are deep 
acoustic cavities or "traps," and the car-
pet has been rolled back to reveal the 
original narrow-panel floorboarding. In 
short, the whole acoustic has been dead-
ened, with the first reflection coming 
from the floor, a completely different ap-
proach to the Eastlake way of doing things. 

Enter studio manager and engi-
neer/producer Alan Goldberg, who 
joined Lark as technical manager in 
1979, about a year after the studio had 
started on a commercial basis. After all, it 
was his decision to spend almost 10,000 
pounds on the new system when he and 

record company partner Expanded Mu-
sic took over from the original owners a: 
the beginning of this year. What made 
him do it? 

"It all began with what should 
have been a fairly routine upgrade of our 
old Gauss woofers for a more powerful 
version in 1981," says South African-
born Goldberg. "We started to notice 
what I would describe as a sort of 'honky' 
effect in the mid-range. At that time we 
had Gauss horn drivers and Emilar 
tweeters, and didn't suspect the new 
woofers which Gauss had assured us 
would sound the same as the old ones. 

"We changed the amps from 
Crown to SAE, and the horns and 
tweeters for a single-unit JBL. But 
something still wasn't right. Nothing 
showed up on the spectrum analyzer, 
and even Nick Martin of Scenic Sounds 
couldn't find anything wrong. We 
changed the JBL's for TADs, thinking that 
their extra 5kHz at the top end to 20IcHz 
might solve the problem. In 1983 we 
finally replaced the Gauss woofers that 
had started all the paranoia in the first 
place with JBL units; but the nagging 
doubts remained. It wasn't until Tom 
Hidley mentioned his new approach to 
control room acoustics that I started to 
think that the problem might be of a more 
fundamental nature." 

Lark's control room was changed 
to the new acoustic in the standard five 
days by AlanGrove in March of this 
year. Since then, Goldberg has been 
delighted with the results. But if after all 
this time he thinks he's found the answer, 
what was causing the vexingly elusive 
problem in the first place? 

"The reverb times at various fre-
quencies have been modified, and the 
room is now practically 'flat'," he says. 
"At present we're working with a 30Hz 
system and the room equalization has 
been reduced by more than 85 per cent 
to just the odd dB here and there. We're 
hoping to upgrade to the full 20Hz spec 
in due course which we believe would 
eliminate the need for any monitor 
graphics at all." The 20Hz treatment re-
quires more trapping with a ceiling 
height of 16 ft. minimum, while the new 
120° horn (compared to the existing 
180°) is claimed to improve directivity 
and reduce "cellular" effects. 

But according to Goldberg, the 
most important feature of Hidley's 
design is its handling of first reflections. 
"There are three components in a control 
room's acoustic — first reflection, am-
bience, and reverb," he says. "The 
original Eastlake design pre-supposes 
that a lot of first reflections will create 
uniformity. That's why there are so many 
reflective wall finishes, and a paneled 
ceiling. The monitor system's direct 
sound reaches the engineer fractionally 
before a cluster of first reflections, which 
trigger reverb that is ultimately absorb-
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ed in trapping at the back and the deep-
pile carpet. 

"Unfortunately that approach 
— which produces a very well-known 
and initially pleasing 'brightness' to the 
sound — also introduces phase irregu-
larities. The frequency-dependent addi-
tions and cancellations which result 
cause listening fatigue, and also make 
the listening position very critical. With 
this new design, stereo balance is retain-
ed not only right across the desk, but also 
along most of the corresponding f ront-
to-back axes as well. The first reflections 
come from the ground, with the wall and 
ceiling traps representing an infinite air 
baffle — it's very much like an ideal en-
vironment in the open air. 

"I've also found that the moni-
toring level is far less critical," adds 
Goldberg, "to the point where I can 
listen with clarity anywhere between a 
very low level, or at a level high to the 
point where I hear distortion before I feel 
pain. I've deduced that this has to do with 
the short-term effect of the phase pro-
blem; at low level, the error sounds 
obscure the music beyond the ear's rec-
ognition, while at high levels the errors 
disturb the ear earlier than would a clean 
signal." For the record, the current ar-
rangement uses 600W per channel FM 
bi-power amps to feed Emflar top end, 
TAD horn, and JBL woofer units. 

ado* 

RH monitor and surround 
across desk. 

So much for the theory — we 
put it to the test. Goldberg brought out 
some new material from the affection-
ately-dubbed "El Puma," a major South 
American customer who, with album 

sales consistently reaching beyond the 
three million mark, has become an 
almost legendary figure in Europe's 
massive MOR market. Half a dozen tear-
stained hankies later, we heard an Fl 
digital test tape of Phil Collins and 
Michael Jackson — not recorded at Lark 
of course. 

There's no exotic volcanic rock 
lining the walls, no rambling foliage, and 
not so much as a drop of ornamental 
fountain dribble in the new Lark instal-
lation. It's very much a working room, 
with recessed machines and the console 
as the main attractions. But after living for 
a decade or more with normality en-
shrined by control room glamour, this 
seemed a somewhat drab environment 
for hit record production. But these 
thoughts soon became academic. As 
soon as the count-ins had stopped, my at-
tention locked to the sound. 

This was a curiously effortless 
process, with no bobbing around to find 
the right position or fiddling around with 
the monitor level. In fact while the stereo 
image was good for the whole desk-width 
as Goldberg had claimed, I also noticed 
a high degree of vertical tolerance. So 
leaning back in the chair replay-style or 
even standing up made little or no dif-
ference to the sound in comparison to 
that in the rather more intensive over-
the-desk balancing/mixing position. 

• 
4111> It's a jungle out there! 

On stage you've got to sound better than good, so you need the best 
sounding loudspeakers in the business. 

You get just that with the Wildcats live performance loudspeaker system 
from Tannoy, the makers of the world renowned Dual Concentric 
recording studio monitors. 
A truly modular system, Wildcats offer the flexibility to cater for every 

artistes individual requirements. One Lynx may provide 
all the musical power needed by a 

single performer, while a complete 
multi-enclosure, high power rig can 
be easily assembled from the 
Wildcats range to give reolly high 
sound levels while still retaining the 
Tannoy character of smooth, 
natural sound. 
The Wildcats system is so flexible 
that whatever your act, and 
wherever you appear... 

LIVE PERFORMANCE TAfflar 

Tannoy North America Inc., 97 Victoria Street North, Kitchener, Ontario, Canada, N2H 5C1. Telephone: (519) 745 1158 
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As I had expected since the first 
conversation in the room, the acoustic 
emerged as being less "bright" than its 
contemporaries. But while acoustics are 
notoriously difficult to talk about objec-
tively, an exceptionally clear and open 
sound would be the way that I would de-
scribe it. I remembered a very recent 
visit to an Eastlake studio, and my dis-
comfort with the mid to top end re-
sponse. On that occasion, a spectrum 
analyzer revealed that two distinct peaks 
existed near the top, at relatively high 
monitoring levels. If Goldberg's theories 
were correct, that could have been 

Lark and Morning put together today), 
he ran out of money. Worse still, he lost 
the record company when his distrib-
utors pulled out their loan-backing guar-
antees. A clause in the guarantee ar-
rangement gave them charge of all the 
artists in the case of insolvency, which 
they duly claimed in what some see as a 
rather under-handed move. 

The legal wrangles continue 
even now, while Cosetta works as a 
rather resigned man in the bookings of-
fice. But he managed to keep hold of the 
castle, and is hoping to raise two million 
pounds from its sale. Lark and Morning 

Arch detail, old entrance hall. 

something to do with phase additions 
from the room. 

There was no such feeling here, 
and without suggesting that the thresh-
old of pain is the right place to monitor a 
master mix, we turned up the volume 
and brought out the sound pressure level 
meter. I was surprised to read 112dB on 
the scale at a level which may not have 
been ideal for solving the New York 
Times crossword in your head, but was 
comfortable enough for short periods. As 
one who shies from the ever-hotter-cur-
ries or louder-still-monitoring schools of 
thought, I think I would have cut out 
sooner under normal circumstances. 

Actually Lark is one of two 
studios built into the castle's premi.cs in 
1975 by its current owner, a Mr. Cosset-
ta, and the story behind the two studios in 
the castle is not a happy one. I'm told that 
Cosetta, who ran a record company, paid 
just 250,000 pounds for the building in 
1975. But while buying equipment for 
what he was to call Stonecastle Studios 
with a staff of 15 (compared to the six at 

are meanwhile clinging to their rather 
fragile leases, but Goldberg is hoping to 
buy the castle himself, with the help of a 
consortium. 

The other studio is now called 
Morning Studios and majority-owned by 
a bass player named "Red" of long-
standing Euroband, Pooh. Red has left 
the original Eastlake control room intact, 
but bought a new MCI console to re-
place the original Cadac. Lark's Cadac 
has been modified to 32 inputs/24 out-
puts with a separate half-width monitor 
panel, and "Melkuist" automation which 
Goldberg co-developed with Sid Price 
and Robin Bransbury, now of Audio Ki-
netics. Incidentally if you ask any Italian 
what "Pooh" means, the only thing they 
can think of is a rock band — which is 
perhaps just as well. 

Eddie Veale designed a string 
room for Lark in one of the dining halls 
which required little more than a new 
foundation and floor, and Goldberg is in 
the process of renovating a small theater 
for sound work. Accommodation takes 

up some of the remaining area, but most 
of it — a grand entrance hall with beauti-
ful arched and painted ceilings, stained 
glass windows and a double staircase — 
lies empty except in some cases for 
storage. Dozens of rooms either await re-
furbishing or are currently occupied by 
the owner. There's even a dungeon com-
plete with its original portcullis and a 
maze of narrow passages and spiral 
stone steps. 

You might think that with the 
future of his tenancy in some question, 
coupled with the challenging prospect of 
organizing a castle take-over bid, Gold-
berg would be distracted from the fine 
detail of his studio on a day to day basis. 
But he remains as dedicated to technical 
advance as ever. 

"I prefer Telcom noise reduc-
tion to Dolby," he says, "and found that 
the cards fit the same racks. So we use 
Telcom on the 24 track Studer with the 
Otan 24 track still on Dolby at present. 
I'd like to upgrade those in the future, 
and may change the two track Studer for 
the new Nagra T model." 

Goldberg says that his Giese 
synchroniser is more user-friendly than 
the Audio Kinetics model, and has the 
Otari remote on a trolley, with Studer's 
installed in the desk. Instead of an effects 
rack, Goldberg has a veritable free-
standing column — full of everything 
you have and haven't heard of including 
the AMS RMX16 and DMX15; Lexicon 
224X, Delta T and Prime Time delay; a 
selection of UREI, Kepex and dbx limit-
ers, gates, and compressors; an Orban 
de-esser; UREI Little Dipper; DeltaLab 4 
flanger; a Pultec programmable EQ; and 
the good old Eventide Harmonizer and 
Flanger, to mention a few. 

But there's no doubt where 
Goldberg's heart lies among Lark Stu-
dio's effects battlements. It's the Quantec 
Room Simulator, just part of an array 
which includes the EMT 251 digital 
system, EMT 240 gold foil and 140 steel 
plate, and AKG's BX20 spring. 

"Quantec are right when they say 
you can program anything from a tin can 
to a cathedral," says Goldberg. 'There's 
a 'freeze frame' feature to simply hold a 
sound sample continuously, with options 
to clear or add other sounds to it, which is 
quite fun. But the real bonus is that all the 
main parameters are there from reverb 
time to first reflection delay, cluster inten-
sity, and room volume to create practical-
ly any acoustical response!' 

Perhaps one day, I mused, a 
sampling program would be written to 
allow the results of mike and tone tests to 
be fed directly to a Quantec or similar, 
from any acoustical environment; a sort 
of "room take-away" service. But you'd 
still need somewhere neutral to playback 
the results. That's what Hidley thinks he's 
achieved with his new control room 
design. 
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Quantec heralds a new era. A revolution in acoustic versatlity. Every sound environment 
is obtainable at the push of a button. 

Acoustics are no longer bound by the specific configuration of a room, but can be used 
to emphasize a scene, enhance or improve a sound or enrich a musical composition. 

Programs Reverberation program 

Room size 
Decay time 
Decoy time at low frequencie.. 
Decoy time at high frequencies 
Reverbration density 
Density of resonance 
Reverb 
st Reflection 

Enhance program 

Fr  program 

1 m3 - 106 m3 with 7 steps 
0.1 sec to 100 sec ( up to 400 sec at 40 Hz) 
Coefficient of 0.1 to 10 with 11 steps related to selected decay time 
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Max 3 per Hz of bandwidth depending on roon size 
Prereverb delay 1 ms - 200 ms in steps of 1 ms, level —30 dB to OdB in steps of 1 dB OFF' Function 
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Simulation of rooms without perceptible reverberation 
Special loop program with infinite decay time to add any number of acoustical entries 

Vore than just c 
For further information call 

Pever ocrctor. 

Martin Audio 
in N.Y. ( 212) 541-5900 
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MIMIC NOTES 

Ministry: 
Al Jourgensen 
Does It His Way 

Can a former major-label re-
cording artist find happiness with an eso-
teric independent record company? 

You betcha. Just ask Al Jourgen-
sen, sole sonic force behind the techno-
dance ensemble Ministry. "I love this," 
he says of his affiliation with Chicago in-
die Wax Trax Records. "No red tape. 
That's my motto." 

When Ministry (which is essen-
tially Jourgensen on record and a musi-
cal collective on the road) reared its syn-
thesized head on the ever-dwindling 
Chicago new music scene, prompting all 
sorts of major-label A&R types to come 
sniffing around, scenewatchers were 
overjoyed. At last—national recognition 
for a Chicago area band that didn't 
sound like Styx, Survivor, or Cheap 
Trick. And when Ministry signed with 
Arista, that most forward-minded of big 
league record companies, it looked like 
they just might help put Chicago back on 
the map of musical innovation. 

Alas, it did not come to pass. To 
begin with, Jourgensen found to his dis-
may (shortly after starting to record his 
Arista debut With Sympathy at The 
Cars' Boston studio Syncro Sound) that 
he couldn't get away from record com-
pany ledger men and their stifling "ad-
vice" on how to produce his record. 
"Within two weeks," Jourgensen recalls, 
shaking his head, "I already knew, 'boy, 
this isn't for me.' " 

When With Sympathy was re-
leased just over a year ago, it suffered 
"every bad break in the book," accord-

THE FAR SIDE 

'Hey, thank you! Thank you! That was lie a Yellow 
Ribbon.' ... Now, what say we all really get dovm?" 

By GARY LARSON 

ing to former Ministry manager Peter 
Katsis; the biggest of which was it got 
swallowed up in Arista's move from inde-
pendent distribution to the RCA fold. 
"Obviously, with a baby act, nobody 
wanted to order very much, 'cause they 
didn't know if there would be a return 
policy," Al says, "and by the time they 
got it all resolved, it was already eight 
weeks into the record. At that point it's 
kind of hard to get excited." 

Add to that the even more com-
plex problem of record company brass 
being divided on which singles to release 
and which to do videos for, to the point 
where "half the country got a track called 
'Effigy' as a single, half got 'Revenge,' 
and everyone really wanted 'Work For 
Love' in the first place; it was just crazy. 

Then we were told, 'Fly to London, do a 
video in 14 hours, fly back the next day, 
and start your two-month tour 

Hardships, woes—every band 
yearning for a big record deal should 
have such problems, or so you might 
think. But Ministry's situation, says Al, 
had truly developed into something in-
tolerable. All Ministry could show for its 
big-time record deal was a dance chart 
hit with "Work For Love," and that wasn't 
really such a big deal—they'd accom-
plished the same thing with their first in-
dependent single "Cold Life" on local la-
bel Wax Trax Records. 

And it was straight back to the 
friendly confines of Wax Trax that Jour-
gensen headed, sadder but wiser, once 
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The Rhino 
Experiment: 
Is this any way to run 
a record company? 

Credit it all to Wild Man Fischer. 
Well, some of it, anyway. . 

The Wild Man, ubiquitous and 
legendary street person of 1960s Sunset 
Strip origin (now an L.A. institution and 
fixture at Dodger games) used to hang 
out at Rhino's Westwood Boulevard store 
quite a bit in the early '70s. Such became 
the affection for this self-appointed mas-
cot that, when Rhino decided to dabble 
in recording, the first artist was . . . Wild 
Man Fischer. 

"The first single we put out was 
indeed Wild Man Fischer's 'Go To Rhino 
Records,' " says Rhino president Harold 

Bronson. 
"Everybody in the store was 

really into him. We put his singe out es-
sentially to give away to our cusiomers as 
Christmas gifts." 

Instead, Bronson and Rhino 
founder Richard Foos got something of a 
gift in return. 

"We got this amazing response," 
Bronson says. "It was the most popular 
record at University High School. And 
when this DJ in England named John 
Peale started playing the record‘ it be-
came so big that it made his year-end poll 
of listeners' all-time favorite songs. Wild 
Man was number 48." 

There are certainly humbler be-
ginnings for record companies. There 
must be . . . 

Rhino Records was named after 
the key figure in Eugene lonesao's play, 
Rhinoceros. The Rhino in the play, ex-
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plains Bronson, was a symbol of "non-
conformity." 

In the volatile world of produc-
ing commercial records, Rhino has ef-
fectively lived up to this reputation. In 
about eight years, with a stable of artists 
gently described as eclectic, Rhino has 
gone from an offbeat, weirdo record 
store to. . . well, an offbeat, weirdo 
record company. 

With a slew of records by artists 
such as former wrestler Fred Blassie (self - 
proclaimed "king of men"), Gefilte Joe (St 
the Fish (the world's only known senior 
citizen Jewish rock band), Barnes (Sr 
Barnes (of "Fishheads" fame), the Temple 
City Kazoo Orchestra, Julie Brown ("The 
Homecoming Queen's Got a Gun") and 
of course, Fischer,it is hard to avoid 
labeling Rhino anything other than 
"weird." What is not so weird, or hard to 
understand, is why Rhino Records is 
growing and prospering more each 
year. Guided by the classic record-col-
lector instincts of Foos and Bronson, 
Rhino has simply done what no other 
label has. It is preserving a lot of would-
be lost history, and filling the niche of the 
novelty-record producer. Rhino has, if 
nothing else, proved to be an invaluable 
pipsqueak among commercial record 
industry megalopoloids. 

Consider: 
In the last eight years Rhino has 

single-handedly and somewhat miracu-
lously rescued entire chapters in pop re-
cording from that most dreaded enemy 
of the recording artist, oblivion. Since 
1978, when Rhino first began pressing 
disks, Foos and Bronson have put out 
otherwise forgotten or lost records by 
The Turtles, The Monkees, Love, Spirit, 
Frank Zappa, Bobby Day, the Lovin' 
Spoonful, Rodney Dangerfield, and The 
Olympics, to name a few. 

On the way, Rhino has accrued 
its share of controversy (which it wears 
like a badge.) There was, for example, 
that collection of Beatles novelty songs 
(you know, like Allan Sherman's "I Hate 
the Beatles") with the album cover de-
picting, among other Beatle-related per-
sons, a Beatlemaniac looking not unlike 
that what's-his-name who murdered John 
Lennon. (After some protest, Rhino 
changed the cover.) There was the re-
lease of very early Zappa material ( 1963 
Cucamonga recordings with Ray Col-
lins) without Frank's blessings. This, too, 
resulted in an album cover change (Zap-
pa's face was removed.) Most recently, 
there was a flap over The Olympics—the 
group, not the games. 

"It's really unfortunate," says 33 
year-old Bronson, "that our legal system 
is set up so people think they have to sue 
all the time." 

In AID tests, this tiny condenser microphone 
equals any world-class professional microphone. 
Any size, any price. 

Actual Size 

Compare the Isomax II to any other 
microphone. Even though it mea-
sures only 5/15" x 5/8" and costs just 
$189.95,* it equals any world-class 
microphone in signal purity. 

And lsomax goes where other micro-
phones cannot: Under guitar strings near 
the bridge, inside drums, inside pianos, 
clipped to horns and woodwinds, taped to 
amplifiers (up to 150 dB sound level!). 
lsomax opens up a whole new world of 
miking techniques — far too many to men-
tion here. We've prepared information 
sheets on this subject which we will be 
happy to send to you free upon request. 
We'll also send an Isomax brochure with 
complete specifications. 

Call or write today. 

* Pro net price for Omnidirectional, Cardioid, 
Hypercardioid, and Bidirectional models. 

COUNTRYMAN ASSOCIATES INC. 
417 Stanford Ave , Redwood City, CA 94063 • (415) 364-9988 
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The Future is Here... 

The AKAI MG1212 
Available From 

FILAMENT PRO AUDIO 
143 E. Arrow Highway 

San Dimas, California 91773 
818-339-0081 714-592-2848 
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THE RECORDING INDUSTRY MAGAZINE 

IF YOUR 
IN THE SI 

f you're in the 
studio, whether 
as an engineer, 

producer, artist, tech 
or manager, you know 
there are some things 
you can't do without— 
things like good clients, 
the best tape, efficient 
maintenance and or-
ganization. . . 

There's something else 
you should never be 
without if you're in the 
studio, and that's MIX! 
Because MIX is the 
publication that is most dedicated to keeping recording professionals informed about 
their industry. MIX keeps you up to date on the latest equipment and production tech-

niques. It tells you what other studios, engineers and pro-
ducers are doing. And MIX listings are the most complete 
guide available anywhere to studios and other production 
facilities. . . 

P... 

If you're a recording professional, you're in the MIX! If 
you're not a subscriber, don't delay: use the coupon in this 
issue to subscribe to MIX today. Because in the studio, there 
are a few things you should never be without. . 

IN THE 
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Rhino's Harold Bronson (left) and Richard Foos. 

—FROM PAGE 128, RHINO 

This time, the threat of the suit 
stems from the Rhino record, The Offi-
cial Record of The Olympics. The al-
bum is a release of long-treasured tracks 
by :he Olympics, a group of four black 
men who had a string of hits (including 
"Western Movies") in the '50s. Although 
:he cover plainly depicts the gentlemen 
who comprised this group, the Los An-
geles Olympic Organizing Committee 
took issue. The thinking was that the 
average record-buyer might pick up this 
Olympics record thinking it was full of 
national anthems and marches—you 
know, athletic event music. 

"From the letter they sent us," 
Bronson laments from Rhino's Santa 
Monica office/pressing plant, "it doesn't 
even appear that the LAO0C saw a 
copy of our album, which is revolting to 
me if you're gonna send somebody a 
cease and desist letter." 

LAO0C official Robert L. Baum, 
for :he record, was quoted in the Holly-
wood Daily Variety as saying that Rhi-
no's joke was "particularly egregious" be-
cause an authorized album of Oiympics 
music was licensed to CBS Records. 

Foos and Bronson issued this 
response: 

"You might want to collect a 
royalty from the city for using your name 
on street signs. [Olympic Boulevard is 
one of L.A.'s main thoroughfares] . . 
and anyone who could not tell these two 
albums apart is probably in such wretch-
ed shape that we have serious doubts 
they could even find their way into a rec-
ord store." 

And so, seemingly, did Rhino 
extricate its horn from another dilemma. 
Following, for the reader unfamiliar with 

Rhino's habits, is a partial list of some of 
the other things Rhino Records has got-
ten away with—er, produced: 

*The newly-released EP by le-
gendary television talk show host Wally 
George, including the ultra-right wing-
er's hits-to-be, "Wal-ly! Wal-ly!" "Ameri-
ca, Why I Love Her," and "Wally Rap." 

*The soundtrack to Little Shop 
of Horrors—the original movie, not the 
recent stage musical. 

•Christmas Time With the 
Three Stooges—a reissue of the trio's 
early 1960s novelty records. 

'The Best of Louie, Louie—A 
collection of various versions of what 
might be the most popular beer-bar-
band standard of modern times. 

'The Rhino Brothers Present 
the World's Worst Records—a compila-
tion of such unforgettable (once you've 
heard them, you won't forget them) 
tunes as "Kinko the Clown," "The Crush-
er," and Edith "Egg Lady" Massey's ren-
dition of "Big Girls Don't Cry" (she's the 
one in Pink Flamingos). This record, 
which came equipped with a barf bag, 
was Rhino's biggest seller of 1983. 

'Big Daddy—A compendium 
of 1970s and '80s hits, such as "You Don't 
Send Me Flowers," "Eye of the Tiger," 
and "Ebony and Ivory" done with loving 
detail in '50s style. 

'Freddy Cannon's Fourteen 
Booming Hits—Some might argue that 
this is more in the "lost classic" category, 
what with such all-time favorites as "Pali-
sades Park" included. 

'Rhino's first video release, My 
Breakfast With Blassie, the ridiculous-
ly funny send-up of My Dinner With 
Andre by the late, great Andy Kaufman. 

—PAGE 132 
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ACCESSORIES 
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44 PAGE CATALOG 
of 

PROFESSIONAL 
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' & DUPLICATING SUPPLIES 
- 

Recording Supply Div. of Polyline Carp 
1233 Rand Road, Des Plaines IL 600 i6 

(312) 298 - 5300 
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We have the necessary top 
quality hardware: 

Corners, handles, catches, 
aluminum, extrusions, cables, 
connectors, vinyl Iznd speakers. 

Write for free 60 page 
brochure and price-list. 

Please send 2 $ for postage. 
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Bruce Springsteen, Billy Joel, 
YES, David Gilmore, and U-2 
SPECTRUM dimmers let you see 
their 1984 tours. Our OX-24 is the 
newest of a series of SPECTRUM 
dimmers, one of them is just right DIMMER MODULE 
for you. Join the list, discover 
Spectrum Design' 

OX-24 

Now available, 
packaged OX dimmer systems 
complete with integral fan cooling and 
breakered power dist, bution. 

SPECTRUM 
3420 WALBERT AVENUE / 7 DESIGN & DEVELOPMENT, INC 

ALLENTOWN, PA 18104 (215) 395-6934   
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LISTEN TO OUR LINE 
In stock and ready for Immediate shipment, a compiete 
line of REPLACEMENT TAPE HEADS, RECORDER 
SPARE PARTS and ACCESSORIES from and for the 
following recorder manufacturers: 

HEADS 
APPLIED MAGNETICS 
AMPEX 
3M 
MCI 
OTAR I 
NO RTR ON ICS 
REVOX 
TASCAM 
TELEX 
WOELKE 

SPARE PARTS ACCESSORIES 
AMPEX NORTRONICS 
3M 
MCI 
OTAR I 
REVOX 
TASCAM 
TELEX 

ALIGNMENT TAPES 
BASF 
NOR IR ON ICS 
STL 

CASSETTES 
BASF 

REFURBISHMENT SERVICES — A complete recontour ng 
service for Reel to Reel, Audio for Video, Film, Cart 
or Duplicators Heads. 

NO CHARGE for evaluation and 24 HOUR seivice. 

sibitman. 

INC. 
15759 STRATHERN STREET / VAN NUYS, CA 91406 
Phone: 18181 994-6602 / Telex: 754239 

— FROM PAGE 131, RHINO 

Is this any way to run a record 
company? 

Bronson sits in his large, high-
ceilinged office. The walls are coated 
with posters and photographs. Alfred E. 
Newman, horror movie hostess Elvira 
(she now records for Rhino), Lenny 
Bruce, Frank Zappa, old stills of the Yard-
birds, a Julie London picture disk (!), old 
Fillmore posters, a national tabloid bear-
ing the headline, "I Married a UFO 
Alien" (just underneath a story about a 
wonder "hot dog diet")—the kind of stuff 
you'd expect to find on the walls at Rhino. 

Bronson repeatedly yells "Mes-
sage!" into a squawk-box as his secretary 
fields calls in the front office. He seems 
very much the record company execu-
tive, minus the stereotypical avaricious-
ness. He even has an executive putter 
on hand. 

"As I was saying, Big Daddy 
was our best record. The Grammy Com-
mittee loved it. It was played for the peo-
ple on the committee who were not fami-
liar with it. They put it on the turntable, 
and didn't take it off until it played all the 
way through!" 

A compliment, to be sure, but 
did the record win a Grammy? No. This 
points up the major barrier Rhino has al-
ways faced. People don't always get it. 
An album like Big Daddy is original, in-
novative, well-produced, interesting—in 
fact, it's unique. But it's so weird . . . 

"A lot of major labels look at 
what we put out, and they say, 'well, I 
don't understand it,' " moans Bronson. 

Frustration aside, the Rhino 
boys are quite proud of their record, so 
to speak. And well they should be. It's 
been long-playing . . . 

Foos, now 34, met Bronson in 
the back of a Santa Monica electronics 
supply store in 1972. The curly headed, 
bespectacled Foos had graduated that 
same year with a degree in sociology 
from California State University, North-
ridge (that's in the fabled San Fernando 
Valley), but had found his love for music 
—mostly old rhythm and blues—more 
compelling than his interest in social work. 

He opened a small record con-
cession in the back of a place called 
Apollo Electronics in Santa Monica— 
dealing mostly in old, forgotten, half-for-
gotten, and otherwise hard-to-get disks. 
Bronson walked in one day and bought 
the original Locomotion album by Little 
Eva for 35 cents. He never forgot that 
—or Foos. 

Within a year, the concession 
had blossomed to the point where Foos 
wanted to move on. He did—opening 
Rhino Records at the present-day West-
wood Boulevard site. Meanwhile, Bron-
son was a student at UCLA—curiously 
enough, also majoring in sociology. 

Circle # 107 on Reader Service Card 

132 MIX VOL. 9, NO.2 



HUSK NOTES TREAT YOUR EQUIPMENT" 

"What I wanted to do," Bronson 
remembered, "was work for a record 
company. I was a college representative 
for Columbia Records, and I wanted to 
be absorbed into the company." 

That never happened. Bronson 
turned to writing. A job at Cashbox 
magazine lasted two weeks. He was let 
go for not tying his shoelaces properly— 
or something equally weighty. It was, in 
his own words, a "real shock"—that old 
real world. 

The solution? He began free-
lancing for various publications includ-
ing Rolling Stone, and . . 

"I retreated, and went to work 
at Rhino." 

It was a retreat that somewhat 
ironically did land Bronson back in the 
world of recording—and not as a corpo-
rate underling. He would eventually 
wind up in charge—but first there were 
six years to spend at the store . . . 

"The store," says Foos, who 
sold the place to go full-time into making 
records in '78, "is still regarded as some-
thing of a trend-setter. We were the first 
ones to sell and get into punk and new 
wave. We were the first to get into Wind-
ham Hill releases. We were selling Elvis 
Costello imports a year before his al-
bums were released in this country—" 

"We were the first," adds Bron-
son, "to import Stiff Records from En-
gland. When reggae became popular, 
we were the first ones to carry it and push 
it here. We were the first to push African 
music, like King Sunny Ade 

Why? Certainly Foos' and Bron-
son's collective tastes, which span most 
forms of music, had a lot to do with this 
gift of foresight. Also, Rhino was un-
bridled by commercial considerations— 
being primarily a used record store. Fi-
nally, the location wasn't bad: three miles 
from UCLA, right in the heart of big-
spending-young-people land. 

By the time the pompadoured, 
finger-popping rhino with the spinning 
disk on his horn first appeared on the rec-
ord label, the Rhino audience was well es-
tablished. No wonder "Go To Rhino Rec-
ords" was a hit. So what did it take to push 
Foos over the edge? What made him sell 
his beloved store (with which he main-
tains good relations) to take the uncertain 
plunge into producing? Wild Man, cer-
tainly, provided the initial impetus, but 
something else cemented his resolve: 
"The Temple City Kazoo Orchestra." 
Of course. 

"It was our first big success," 
says Bronson, far more talkative than the 
retiring, Foos (who looks chronically 
amused). "We were operating part-time 
out of the back of the store. We didn't 
really have any set-up or promotion 

—PAGE 134 
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CRAMOLIN 
Cramolin* is a fast-acting anti-oxidizing lubricant that cleans and 
preserves all metal surfaces, including gold. 
When applied to metal contacts and connectors, Cramolie re-
moves resistive oxides as it forms a protective molecular layer that 
adheres to the metal surfaces and maintains maximum electrical 
conductivity. 

(ALSO AVAILABLE IN LIQUID AND PASTE) 

CRAMOLIN r — USED BY THOSE WHO DEMAND THE BEST: 

Ampex 

Bell Labs 

Capitol Records 

LCAIG 

Dolby Lab 

General Electnc 

Hewlett Packard 

McIntosh Labs 

MCI (Sony) 

N B.C. 

RCA 

Studer ,Rev. 

SwItchcral 
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LABORATORIES 
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Quality Plus and 
Sony's Guarantee! 

CCP-13B 
The Sony name is synonomous with quality and reliability. When added to the CCP-13B audio 

casstte duplicator, it also means a 2-year warranty against head wear that is unique in the indus-
try. No other manufacturer matches it. We make the offer since Sony uses hard glass-like ferrite 
in fabricating its record and playback heads. If you're going to run tape across the heads at 8 
or 16 times normal speed, you know a lot of heat will be generated and added to that caused 
by the bias and audio signals. Laminated permalloy heads deteriorate rapidly under such condi-
tions, but not Sony's F & F heads. Sony manufactures the complete head including growing the 
ferrite crystals, controlling the mix of the various elements, the temperature and the pressure. 
There are many formulations of ferrite with certain types ideally suited to high-speed audio copy-
ing. Sony research has determined this optimum combination and produced a head with ferrite 
poles as well as a ferrite face, resulting in a unique combination of flat frequency response and 
resistance to wear. The next time you talk to a duplicator salesman, ask him what the head-wear 
warranty is. If it's not a Sony, he can't say, "Two years". 
By the way, ALL SONY AUDIO COPIERS carry a 2-year head wear warranty, not just the 

CCP-13B. 
Call us for the name of your local authorized dealer. 

SON 
educational electronics corporation 
213 NORTH CEDAR • INGLEWOOD. CALIFORNIA 90301 • ( 213) 671-2636 

Y: 
AV PRODUCTS 
NATIONAL DISTRIBUTOR 
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The Cat's Meow 
How does a cat like Stanley, 

lead vocalist on the Meow Mix commer-
cials, make it big? Like so many others, 
he owes it all to his producer. In this case, 
Shelly Palmer and the production team 
at Shelton Leigh Palmer (St Co. in New 
York City. 

Palmer has composed and pro-
duced a lot of interesting commercial 
soundtracks lately, and he's happy, if not 
surprised, about Stanley's rocketing suc-
cess story. So, the question arises, how 
did Palmer get an ordinary cat to per-
form an entire musical line? 

When Jim Weller of Della Femi-
na Travisano (Si Partners wanted to have 
a real cat to sing their jingle (as opposed 
to the human imitators who usually dub 
the musical meows), he came to Palmer, 
one of the recognized leaders in digital 
music synthesis in the commercial pro-
duction industry. 

"This started out as a typical dig-
ital sampling problem," said Palmer. Be-
fore Palmer could tackle any of the other 
problems, he had to have the perfect 
"meow" sample. This meant auditioning 

cats—lots of cats. After what amounted 
to a feline Star Search, Palmer got what 
he wanted from Stanley. "To get the right 
sample I used a trick well known to music 
producers," said Palmer. "I made the cat 
sing for his supper." Unfortunately, sam-
pling was not the solution to this seeming-
ly simple production problem. 

"Sampling is a welcome addi-
tion to the techniques of audio synthesis," 
noted Palmer, "but sampled sounds tend 
to have limited musical ranges. For 
example, the sampled meow lost most of 
its harmonic quality plus or minus a ma-
jor third." 

To beat the problem of limited 
musical range, Palmer St Co. developed 
and implemented a new concept in digi-
tal music synthesis called "Timbre Frame 
Re-synthesis." "This technique was pio-
neered by New England Digital for their 
Synclavier II. However, their re-synthe-
sis algorithm does not work well with 
aperiodic sounds like cat's meows. We 
used the computer to analyze Stanley's 
meow and then we built a mathematical 
model of the meow in software. The re-
sult was a realistic meow timbre with a 
musically useful range of over three 
octaves." 

Hi evediai3EST BOOK 
ON SOUND? 

We're the number one book in MIX's Best 
On Our Bookshelf listing — their best 
selling recording techniques book. 

Why? 

You learn a lifetime of sound engineering 
expertise, and secrets of the world's best 
engineers from our book. That's why! 

Schools teach our custom curriculum. 
Students study our world-wide 
correspondence course. 

Invest in your own future — be great at 
what you do. 

Practical Techniques for the Recording Engineer 
The $29.75 book that's worth a fortune! 

Order From 

MIX BOOKSHELF 
2608 Ninth Street • Berkeley, CA 94710 

Please add $2 postage. Add $ 1.94 tax if in California. You can order by phone using 
VISA or MasterCharge by calling (415) 843-7901 

In his debut commercial, Stan-
ley is the voice of a cat having a close en-
counter with an alien spaceship. When 
the extra-terrestrials begin tonal commu-
nication, (to the famous "Meow, Meow, 
Meow" theme), Stanley sings back his re-
sponse in a re-synthesized real cat voice 
with purr-fect pitch. 

Palmer says Stanley hasn't 
spoken a word to him since the commer-
cial went national. "He's just another fat 
cat as far as I'm concerned." 

—FROM PAGE 133, RHINO 

people; and this record sold real well for 
that time." 

How well? 
"The album was the number 

one requested album on KROQ [then 
L.A.'s biggest alternative FM station] for 
a month straight. That's what really led us 
to believe we had a viable business." 

The Temple City Kazoo Or-
chestra, which is what its name suggests, 
recorded Led Zeppelin's "Whole Lotta 
Love" on the album. It went on to be-
come a classic on the Dr. Demento 
Show, and Rhino went on to sell a whole 
lotta records. 

In time, the press caught on. 
Rhino releases, in recent years, have 
been important events. The L.A. Her-
ald-Examiner devoted several music 
columns to nothing but news of new 
Rhino records—whether it was an inter-
view picture disk by The Yardbirds, a 
live recording by Love in a 1978 reunion 
concert, a long-lost Lightnin' Hopkins 
album, a 1981 live recording by Jan (Sz 
Dean, albums by leftover Mothers of In-
vention (they called themselves the 
"Grandmothers" on their two Rhino 
LPs), an album of the "best" (didn't know 
there was any) of Johnny Crawford (you 
know, the kid on the Rifleman), the best 
of the Bobby Fuller Four, the best of 
Ritchie Valens, the best of Allan Sher-
man, a three-volume history of surf mu-
sic (including Dick Dale and The Surfa-
ris), a glossed-over early '70s LP by 
Gary U.S. Bonds, a great 52-minute al-
bum of John Lee Hooker and Canned 
Heat in concert, a collection of what 
might arguably be called Henny Young-
man's "greatest" jokes, a Henny Young-
man "rap" record—the list is remarkable. 

Just what are the "Rhino Broth-
ers" most proud of having released? 

"Well, the Best of Love," says 
Foos. "And we put out a Bobby Day 
album—with 'Rockin' Robin,' Little Bitty 
Pretty One,' The Bluebird, the Buzzard, 
and the Oriole,' and others. These are 
both records I always wanted. I wanted 
them, and they never existed. No 'Best of 
Bobby Day' album, or of Love. These 
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things were extremely satisfying to I 
produce." 

Foos and Bronson are not the 
sole arbiters of what Rhino releases. 
They are open to suggestions. Beach 
Boys fan Richard Stevens sold them on 
the idea of recording an album by The 
Honeys (Marilyn Wilson, Ginger Blake, 
Diane Rove11), which included two pre-
viously unrecorded Brian Wilson songs. 
Although the album didn't go over real 
well (the single got some airplay), Bron-
son said Rhino "produced the best album 
possible," which prompted him to bring 
up the most enduring bugaboo of the in-
dustry: airplay. It is hard enough to get 
"product" on the radio when the product 
is not glaringly commercial. But when 
the stuff is weird . . . 

"Sure, Rhino is battling a fairly 
unimaginative mentality," says Bronson. 
"If you listen to a record likeBig Daddy, 
a record we all believe in, you see that it 
could have mass appeal. Everybody 
likes '50s music, ten-year-old kids have 
grown up on Happy Days, but you go 
to a radio station—even an oldies station 
—and it's 'well, we can't handle some-
thing like this; we only play hits.'. . We 
have a lot of people who like this stuff but 
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An inflated Mark Mothersbaugh, of Devo, waves to his mutated fans on the set of 
the music video "Are You Experienced?" The clip depicts the cryptic return of 
Jimi Hendrix amidst a Devo dream flashback to the '60s, complete with a throb-
bing mob of mini skirted hippie girls. Devo's Gerald Casale directed the clip. 

COMPUTERIZE YOUR STUDIO 
WITH SMPTE TIME CODE FOR UNDER $1,000! 

Whether four track cassette or forty trac-k reel to reel, the 
SMPL SystemTm can computerize your studio for greater 
ease, productivity, and SMPLicity. 

AUDIO PACO 

SMPL System 

SMPL interfaces with your recorder's remota control jack 
and provides: 
• Automatic punch in, punch out and search to cue accurate 
to 1/30th of a second. Never miss a punch again! 
• Autolocation. Finds solo, cue, verses — up to 8 program-
mable points to a song. 
• SMPTE Time code generator/reader. By recording SMPTE 
code on one tape track, small studio operators may then 
slave their machines to a prolevel multi track at any studio 
with SMPTE machine-to-machine sync. or sync audio tracks 
to video. 
• Remote transport control. 
• Musical instrument synchronizer with programmable 
tempo, sync most drum machines/sequencers to the SMPTE 
track; even save tape tracks by syncing instruments to 
SMPTE during mix down and recording them directly into the 
two track master! 

TraeleStUR 

SMPL displays system data on any B & W or color TV or 
monitor (not included) so you always know exactly what's 
happening with the system. 

Almost any recorder can be SMPLified — no tach out or 
speed control required. 
SMPL is unprecedented. Nothing else provides all these 

features at this remarkably low price. More information? 
Send for our brochure. Can't wait? call (405) 842-3680 for the 
name of the dealer nearest you. 
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"ABSOLUTELY GEAR" 
ACROSS 

1. Seated  the salt 

6. La Rue, silent "cowboy" 
10. Hebrew letter 

14. New Orleans suburb 
15. Canadian prov. 
16. Console push button 
17. intelligence, Kurzweil 

specialty 
19. Apiece of glory 
20. Palindromic word 
21. Deuce game 
23. Ve  

27. Unusual 
29   
32. Box 
34.   avis 

36  amp 
37. Spirited 
38. _ longa, vita brevis 
39. Germ 
40. See 1D 
41. Storm part 
42. Actress Hagen 
43. Top 
45. Sister of Hungarian beauty 
46. Radii 

49. " of love," Horreydrippers' hit 
50. Hazard for the Robert E. Lee 
51. Official clocks 

52. Crawled 
54. High note 

56. Country club denizens 

57. Senor, in the Black Forest 
58. The last word the bull hears 
60. David Copperfield, at one time 

62. Analog synthesizer essential 
69. Something to drop 
70. Relic 

71. Wear a hair shirt 
72. Cockney abodes 
73. Several archeological sites 
74. Grammy grp. 

an upbeat 

DOVVN 

1. Ovine utterance 
2. Go astray 
3. Navigator's abbr. 
4. Sash 

5. Certain partner 

6. Like a shoe or a certain cocktail 
7. "Stings like a bee" guy 

8. Rail schedule wd. 

9. Certain tops 
10. Posed 

11. Stentorian? 
12. Poetic past 
13. Word with egg and young 
18. Literary device 

22. _ _ _ pig's eye 
23. Military sch. 

24. Swimmer's term 
25. Groove box? 
26. Lab burners 
28. Conveyance charge 
30. Tellurium, e.g. 

31. Man's nickname 
33. Russian river 
35. Metric measure 
39. Bristol 
41. Little....._ 

61. Take.__ _ 
63. Prophet makers 

64. Mechanical energy intermediary 
65. Standard for road cases 
66. Rocky hill 
67. . roll 

68. Legal thing 
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42. News org. 
43. _   was saying 
44. Date abbr. 

45. Sci-fi creature 
46. Booth 

47. Verb of the "esse" family 
48. Draft org. 

50. Religious offering (abbr.) 
53. Picks up 

55. Certain body parts 
59. Spirit 

who are too frustrated to do anything 
with it." 

This has not stopped Rhino 
from recording another album of Big 
Daddy materai (including a version of 
"Girls Just Want to Have Fun" done a la 
"Duke of Earl"), nor from recording 
more albums-period. There were sev-
en LPs released on the Rhino label in 
1978. In 1984, there were 47. The com-
pany also expanded to act as distributor 
for the San Francisco-based R&B label, 
Solid Smoke-fulfilling another dream of 
die-hard R&B devotee Foos. 

Most recently, there have been 
new albums by Barnes cSt Barnes (includ-
ing a sure-fire fixture on the Demento 
Show entitled "ZZ Top Beard") and an EP 
entitled "Goddess in Progress" by Julie 
Brown, who scored highly with "The 
Homecoming Queen's Got a Gun" and 
"Earth Girls are Easy." Are there any 
special dreams that the boys at Rhino 
have yet to realize? 

"I think that the ideal reissue 
would be a best of the Dave Clark Five 
album," says Bronson, his eyes brighten-
ing. "They were very much a part of 
growing up in the 1960s America. Peo-
ple say, 'Well, they're a second-rate or 
third-rate Beatles.' But they are very un-
derrated. If you listen now, a lot of things 
stand out. The sound of the drum mix 
was very high for that day, and there 
were real production values. Some of the 
records were inspired-'Any Way You 
Want It,' that chaotic sound . . 

So. . . 
"We sent a couple of letters to 

Dave. The rumor is that he wants a mil-
60. The _ _ _ (formerly The Detours) lion dollars or something. Rather than re-

spond to Rhino, and understand that we 
can do the best job on his stuff and may-
be sell the most of it, he's waiting for a big 
money deal." 

In any case, the company will 
persist, with or without Dave Clark. 
Will the direction continue as it has? 
Whither Rhino? 

"Well," says Foos, "we can't 
compete with the majors. We've tried to 
carve our own niche on a smaller scale. 
We appeal to two general types: the rem-
nants of the gonzo record industry days 
when people wanted more unusual odd-
ball types of records, and the record fan 
-the real fan who really wants to see 
original recordings of original groups 
from the formative years of rock and roll. 
We believe there are enough people out 
there who care about these things to sup-
port our label." 

-Rip Rense 

-FROM PAGE 128, MINISTRY 

his Arista contract had been legally wrig-
gled out of. 

136 MIX VOL 9, NO. 2 



Wax Trax is an outgrowth of a 
record store of the same name, a new 
music/import emporium on Chicago's 
Lincoln Avenue. The label had only a 
few releases to its credit since its 1980 in-
ception—including "Cold Life," which 
reportedly sold 10,000 initial copies, and 
a single by Divine called "Born To Be 
Cheap," checking in at over 20,000 copies 
—when Wax Trax proprietor Jim Nash 
decided to enter the manufacturing and 
distribution arena. He secured U.S. li-
censing last spring for the latest product 
from European artmongers Popular His-
tory of Signs, Front 242, and The Black-
outs, for starts. "These were very popu-
lar records in the store—when we could 
get them," says Nash. "Practically the only 
way to keep them in stock was to manu-
facture and distribute them ourselves:' 

Wax Trax Records is now a 
three-way partnership between Nash, 
his retail associate Danny Flesher, and 
Jourgensen. Al now finds himself not only 
recording Ministry vinyl under the Wax 
Trax aegis, he's also AcStR chief. 

Jourgensen says he puts in 
eight-hour days at the office as a record 
exec "in between touring." He is current-
ly putting finishing touches on Ministry's 
first full-length Wax Trax LP at Syncro 
Sound. "I do basic tracks here at Chica-
go Trax and Chicago Recording Co. 
(CRC)," he says, "and I mix at Syncro 
Sound. Syncro is an artist-run studio; Ric 
Ocasek owns it. They have all the gear 
you need to do modern dance music. 
And I'm used to the room, and I get 
along great with the engineer, Don 
Moore. Since I'm producing myself 
now, I need a very good engineer. I 
know how my music should sound, but I 
don't know all the knob turning." 

Jourgensen's been taking the 
latest road edition of Ministry on Mid-
western and Eastern concert circuits 
since last fall. It consists of longtime per-
cussionist Stevo, who's been involved 
with Ministry since there was a Ministry, 
and whose studio talents have been util-
ized by Ric Ocasek, among others; Al's 
wife Patty Marsh Jourgensen on key-
boards, whom Al notes happily is due to 
be delivered a junior keyboard player in 
April; bassist Brad Hallen; keyboardist 
John Soroka; and off-and-on vocalist 
Yvonne Gage, a recording artist in her 
own right for Epic affiliate Chicago Inter-
national Records. 

"The Ministry Corp. is just me," 
says Al, who handles guitar and lead vo-
cals on the road (as well as on record.) 
"All these people are a live touring act, 
with their own little offshoots. If everyone 
did a solo project, it'd sound a lot differ-
ent than Ministry. 

"But when it comes to Ministry, 
it's basically tunnel vision." 

—Moira McCormick 
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The Department of Music Pro-
duction and Engineering is now 
accepting applications for two 
positions in its department. 

MUSIC PRODUCTION: Applicants 
must have professional experience 
in music production (film, TV, 
records, jingles, etc.) and the music 
business. Appropriate degrees or 
equivalent professional training 
required. Previous teaching ex-
perience is desirable but not re-
quired. Teaching responsibilities 
will include production courses in 
records, TV, film, jingles, etc. Salary 
and rank commensurate with 
qualifications. 

RECORDING ENGINEER Appli-
cants must have extensive pro-
fessional experience in the re-
cording industry (film, records, 
TV, etc.), must be active 
recording engineers having 
recorded various musical 
styles and combinations 4 
(vocal, solo, orchestra, 

etc.) Appropriate degrees, theore-
tical background or equivalent 
professional training required. 
Previous teaching experience is 
highly desirable. Teaching respon-
sibilities will include courses in 
mix, multitrack recording, etc. 
Salary and rank commensurate 
with qualifications. 
Berklee College of Music is a private 
four-year institution with an edu-
cational mission of practical career 
preparation in the various contem-
porary styles of today's professional 
music world. The 200 or more inter-
nationally respected faculty work 
with 2,500 students from over 75 
countries and the U.S. 

Please send resume, letters of 
reference, and supportive back-
ground materials to: 
The MP&E Search Committee 

Office of the Dean of Faculty 
Berklee College of Music 
Dept. MX 
1140 Boylston Street 
Boston, MA 02215 

Berklee College of Music 
.An kqUal opportunity Employer. 
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Zeta Systems 
8x2 Program-
mable Mixer 

The Zeta Programmable Mixer 
is a full feature 8 input, 2 output mixing 
board with three band EQ, monitor 
send, effects send, pan, level, aux in and 
effects return—all fully programmable. 
The unit's full MIDI compatibility allows 
communication with other program-
mable devices and keyboards. The built-
in programmer saves 99 front panel con-
trol settings, and memory contents can 
be edited, copied to other program loca-
tions, or dumped to c.Assette. 

A "fade time" control provides 
adjustable linear slewing from one pro-
gram to another, for smooth fades, pan-
ning and changes in EQ or effects, rang-
ing from 0 to 15 seconds. Another fea-
ture, the tape synchronization function, 
allows program changes to be placed on 
tape for fully automated mixdown of 
master to stereo. The mixer is priced at 
$2,995. 

Oberheim 
Patch Hunt 
Tape Available 

The best GB-8 synthesizer 
patches from last year's Oberheim 
"Patch Hunt" contest are in and a data 
cassette containing 120 new sounds de-
veloped by GB-8 owners from across 
the globe is now available to the public. 
The sounds range from traditional instru-
ments to esoteric sound effects, and can 
be loaded into any OB-8 synthesizer via 
the cassette interface. There is a $10 
charge for the cassette to cover shipping 
and handling. Orders should be direct-
ed to GB-8 Patch Hunt, Oberheim Elec-
tronics Inc., 2250 S. Barrington Avenue, 
Los Angeles, CA 90064. 
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Yamaha monitor speakers pictured 
in our R&D studio. 

CHECK 
OUR REFERENCES. 

First trust your ears. -1 hen trust the experts. 1 hats 
a reliable way to judge speaker systems. Especially 
reference monitors. 
We make this point because of the response our 

studio monitor speakers have received from recording 
engineers at top studios like A&M, A&R, Humming-

bird, Universal and Westlake. 
As well as Yamaha's own music 
research and development 
facility and professional studio 
in Glendale, California. 
And that response has been 

extraordinary. Here's why: 
accurate reproduction. 
Which brings us to the new 

NS200M and NS500M. 
The NS200M is compact without compromise. It can 

easily handle the wider dynamic range and frequency 
response of today's sources. Its 10" pure spruce woofer 

Suggested U.S.A. retail prkes—NS500M, $ 385 each, NS200M, $285 each 
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cone is made of the same material that goes into the 
soundboards of our fine pianos. Its titanium carbide dome 
midrange and tweeter produce crisp, clear highs. And 
its low-loss crossover makes sure 
signals get to the drivers unscathed. 
The larger NS500M's 12" woofer 

is made from our exclusive carbon 
fiber technology. The result is a near-
perfect balance between damping, 
rigidity and strength-to-weight. 
Which translates to remarkably 
natural bass response. 
Our titanium carbide midrange approaches perfection 

in transient and frequency response, without break-up. 
And our beryllium dome tweeter reproduces extremely 
high frequencies with ease, accuracy and natural realism. 

So check our references. Both the speakers and the 
experts. You'll like 
what you hear. 

Known for its exceptional 
accuracy and consistent 
roe/Anse overbaceltimarsgîhe 

material ofehoice for our 
N.S500M tweeter 

C YAMAHA 
Yamaha Electronics Corporation, lÉA, PO. Box 6660, Buena Park, CA 90622 
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DANNY O'KEEFE 
The Day to Day 
Coldwater 5384 
Produced by Matthew McCauley; engineered 
by Mark Linett and Paul Brown; recorded at 
Amigo Studios, North Hollywood, CA; addi-

tional tracks produced by Tony Peluso; engi-
neered by Peluso and Ralph Sutton at Hitsville 
Studios. 

Danny O'Keefe is, without ques-
tion, one of the most interesting of the 
singer-songwriters to emerge in the ear-
ly '70s. Songs like "Goodtime Charlie's 
Got the Blues," "Magdalena" and "The 
Road" are simply the best known songs 
in a catalog filled with gems. And while 
he has not put out an album since 1979's 
underrated The Global Blues, it should 
not surprise those familiar with this extra-
ordinarily gifted writer that his latest al-
bum, The Day to Day, is loaded with 
great melodies and consistently intelli-
gent lyrics. Certainly this is the best 
O'Keefe record since Breezy Stories 
more than a decade ago. 

What is surprising is that 
O'Keefe ever stopped being viewed as a 
hot commodity by the major labels and 
ended up putting out this solid set of 
tunes on a newly-formed independent 
label, Sausalito, California-based Cold-
water Records. Without the financial 
support of a big company, O'Keefe had 
numerous budgetary constraints, which 
makes the quality of The Day to Day all 
the more remarkable. But the project 

was executed with care and as a result it 
looks and sounds like a record costing 
five limes as much as it did. 

The first smart decision made 
by the triumverate of O'Keefe, producer 
Matthew McCauley and Coldwater Rec-
ords chief Bill Buckley, was to put down 
most of the basic tracks utilizing Ober-
heim's OBX system. O'Keefe and Mc-
Cauley worked out synth, bass and 
drum parts on the Oberheim well before 
they ever set foot in Amigo Studios (for-
merly Warner Bros.' studio). "Working 
that way was certainly to the artist's, the 
record company's, and producer's ad-
vantage because, obviously, you're not 
spending $100 an hour to do arranging," 
comments Mark Linett who, with Paul 
Brown, engineered the Amigo sessions. 

Because the Oberheim's drum 
parts are "extremely good," according 
to Linett, many of the original Oberheim 
parts did not need much augmentation, 
but occasionally Linett would opt for a 
hall-natural, half-synthetic combo. "We'd 
also do things like take the Oberheim's 
tom-tom and pump it out into the room 
and record it there, using the studio 
monitors and a stereo mike to get some 
real ambience." 

Linett admits that, "It was a little 
strange for me to have a tracking day 
that was essentially a drum machine and 
a synthesizer. I'm used to having six or 
seven musicians and building it from 
there. But with the Oberheim, when it 
comes time to mix, you have tremen-

dous latitude over the sorts of coloration 
and echo you want to use. Especially 
with the drum tracks, you can do things 
that are virtually impossible in a live 
drum situation unless you build it one 
drum at a time, which I've done, too." 

According to Linett, O'Keefe 
was very involved with every stage of 
the recording. "He worked heavily with 
Matthew on setting up the arrange-
ments, and then he was in on the mixing 
sessions, too. He knew what he wanted 
this record to sound like, and I think in 
the end he got what he wanted." 

Several musicians were eventu-
ally brought in to give the arrangements 
more depth, including percussionist 
Steve Foreman, bassist Veyler Hilde-
brand and guitarist Steve Ferris, who siz-
zles on "Hold Your Fire." Singer Leah 
Kunkel, her three-part harmony stacked 
by McCauley so that she sounds like a 
whole back-up chorus, adds a lilting 
beauty to the already beautiful "Some-
day," which sounds like an adult contem-
porary classic if there ever was one. (Ac-
tually, though, the first single, "Along for 
the Ride," got very wide play on AC sta-
tions; it's one of those tunes that's so 
catchy you can sing along with it by the 
end of the first listening.) 

Three tracks on the album that 
were added shortly before its release 
have a different producer and engineer-
ing team, but the sound of the album is 
still amazingly unified, tied together by 
O'Keefe's mellifluous vocals—at once 
honey-smooth and slightly angst-ridden 
—and his singular vision as a lyricist and 
songwriter. Every song on the album of-
fers a different slice of reality, from bril-
liant portraits of life in the cold city in 
songs like "Hold Your Fire," "Protection" 
and "The Sidewalk Symphony" (all three 
good bets for AOR radio) to his evocative 
glimpse at a boxer ("The Prize"), and the 
wistful "If it Weren't for the Rain." A num-
ber of these songs rock a lot harder than 
most would expect from O'Keefe, but it 
doesn't sound at all forced, and the change 
in moods from contemporary sounding 
rockers to the softer ballads about rela-
tionships is not at all jarring; if anything it 
shows the breadth of O'Keefe's talent. 

With independent releases, the 
Sword of Damocles that hangs over a 
given project is usually the fear that it will 
never quite break through to the 
masses. But this is a record worth betting 
on, either as an independent or as one to 
be picked up eventually by the majors. 
There's simply too much excellent mate-
rial on The Day to Day for it to become a 
casualty of record business politics. 

—Blair Jackson 
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WOMEN HIT THE ROAD 
—FROM PAGE 51, WOMEN 

Current Gig: Recording engineer at 
Soundworks in NYC. 
Background: Sound and roadie work 
for the Good Rats, Ram Jam (former Epic 
act) and NY band the Cruz Brothers. 

Dee Veccia 

Current Gig: Assistant engineer at 39th 
Street Music Productions in NYC; Hunt-
er College student. 
Background: Sound, fights and roadie 
gigs for New England area rock bands, 
lights for Pure Prairie League. 

Judy Elliot-Brown 

Current Gig: Chief maintenance engi-
neer at Classtc Sounds in NYC. 
Background: Roadie for Billy Squier, 
A&M group Piper, house mixer and 
drum roadie for Midwest group Flame. 

Rosanne Soifer 

Current Gig: Writer of this article, NYC-
based muiRcian and freelance writer, 
business agent for Musicians' Local 802. 
Background: Keyboard player for Nash-
ville based country road band the Town 
(St Country Revue. 

How did you get on the road in the first 
place? 
Dozier: I've always been on the road; 
I've even worked the chitlin circuit. The 
road is the only way to play rock and roll, 
and right now the road is a major part of 
my career with Buy Idol. Billy's manage-
ment had seen me at the Ritz and Dance-
teria, and in the NY punk scene, every-
body hears and sees everybody else. I 
guess they liked what they saw and 
heard, so they asked me to join them. 
There was no formal "audition." 
Culum: I had friends who had a band; 
that's how a lot of people start out. Since 
we were all friends there was never any 
hassle. Later I started working for Cen-
-ral Lights in New Jersey. 
Peterson: I first went on the road with 
some friends—their road crew quit, and 
ihere I was. The same thing happened 
with Rana Tam. With the Good Rats, the 
road manager wanted me for the job, 
even if the band didn't at first. 
Veccia: I started doing lights and roadie 
work for friends in bands after I got out of 
:he Institute for Audio Rcscarch. Then 
the Diane Scanlon Band gave me a 
chance to do sound and I picked up 
more jobs from that. You can't not do the 
road and expect to get anywhere. 
Elliot-Brown: I was doing cartages with 
a friend and eventually learned my way 
around a sound board. Then a friend got 
a gig with Billy Squier's band. I met them 
and started working with them, too, but 
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WOMEN HIT THE ROAD 
as a freebie. Eventually I started getting 
paid. 
Soifer: I put a looking-for-a-gig-will-
travel sign on the bulletin board of the 
Nashville Musician's Union. Just a phone 
number and instrument, no name. I got a 
call from the bass player of the band I 
subsequently joined asking me to come 
audition. I guess they liked how I played, 
but I think the fact that I drove to the audi-
tion 15 miles away and hauled my own 
equipment during a severe snowstorm 
showed them I could do the job. 

What do you feel are common road ex-
periences shared by everyone? 
Dozier: Exhaustion! 
Culum: Emergencies like sitting under 
the drum set and holding the cymbals 
while the band was playing in a tennis 
court during a dust storm! 
Peterson: The insecurity—those in 
charge always made you feel that they 
were constantly looking to replace you. 
Veccia: I think everyone had to experi-
ence being an Indian instead of a chief 
most of the time. 
Elliot-Brown: The case of the Hertz 
truck that died twice on the interstate. 
They finally delivered us another one— 
with a faulty starter. That was also the 
same tour we were blessed with an inex-
perienced lightman. The whole thing 
was a perfect illustration of Murphy's 
Law in full bloom. 
Soifer: Everyone I've spoken to who's 
done the road has encountered the Local-
Musician -Who -Wants-To-Join-You . . 
especially if your band is good. Some of 
them could be mighty persuasive! I parti-
cularly remember a pedal steel player 
from Georgia who had his good ol' boy 
act honed to perfection. Thank God he 
wasn't very good! 

How do you negotiate the travel and 
sleeping arrangements? 
Dozier: With Billy Idol, we usually go by 
plane and I get my own room. But it 
wasn't always that way. On the road, you 
must learn to share. 
Culum: I drove most of the time—buses 
without mufflers. I'd sleep wherever and 
whenever I could. 
Peterson: With both the Good Rats and 
Ram Jam, I did the driving, an 18-foot 
Ryder truck. I don't think I ever slept. I 
agreed to share a room, but sometimes 
we all had to cram into one. It was part of 
the job. 
Veccia: I had to share a room on the 
road. Since I'm an only child from a small 
family, I had a lot of adapting to do. 
Once I had to share a room with the 
drummer and his girlfriend. That was 
awkward! 
Elliot-Brown: With Billy Squier, we got 

one room per pair of roadies, so I always 
shared. When we drove the truck, I was 
always made to sleep in the middle over 
the stickshift because I was the smallest. 
With Flame, I can remember only sleep-
ing in dressing rooms or at the venues, 
which were usually 500 miles apart. 
Soifer: I shared a room with the drum-
mer. All I said about it was that I might 
need a bit more privacy than him. It 
wasn't exactly easy, but it was part of 
the gig. 

Did you ever feel you were treated 
unfairly because you were a female? 
Dozier: Even though I'm up there play-
ing on stage and have my own room 
when we travel, so many people assume 
I'm a groupie or a girlfriend. Especially 
club owners and local promoters. It 
never occurs to look or to ask first. I'm 
always aware of their attitudes because 
Billy and the other guys are such gentle-
men. Once I was assaulted by two secur-
ity guards at a concert in California as I 
was going backstage. It never occured 
to them that I was working and had a 
right to be there. When will these guys 
see that women can work and do things 
on their own? 
Culum: When we were on the same bill 
with another band, the other band would 
always tell me how to run our sound-
board! Yet if you showed that you knew 
your business, sometimes the guys 
would get very offended and try to "dou-
ble" you. I remember once Def Leppard 
actually freaked out when they found out 
I knew what a Les Paul was! 
Peterson: Often club managers would 
refuse to deal with me directly, which 
was maddening, because it was my job 
as roadie to meet them and arrange the 
unloading and sound checks. Once I got 
very sick with an ear infection, but I kept 
on working, because I knew if I said any-
thing, the band would say something 
like, "Oh shit, now she gets sick" and 
maybe fire me. I'm sure if I were male, I 
would have been sent home or to a hos-
pital to recuperate, and had my job back 
when I recovered. 
Veccia: If I went into a music store to buy 
some equipment, knowing what I need-
ed when I went in there, I'd always get 
questioned by the guy behind the count-
er. He'd be so sure I didn't know what I 
was talking about! And why was it that if 
you'd refuse a guy's offer of "help," you'd 
get accused of being a dyke? 
Elliot-Brown: When I finally got on Billy 
Squier's payroll, I was listed as J. Elliot— 
no first name. Why? I was told that a 
woman in my job didn't "fit the macho 
image of rock and roll!" The management 
also told me to keep out of the way when 
media or photographers were present. 

Soif er: I found out that the manager of 
the band was asking the singers we 
backed (country acts like Barbara Fair-
child, Melba Montgomery, Bobby Bor-
chers and Johnny Russell) if they would 
"mind" having a woman in the band, for 
fear I'd "distract!" Once I got stopped by 
the cops in Amarillo while I was walking 
down the street on the way to the laun-
dromat, carrying a laundry bag. They 
had never seen me before, and assumed 
I was a new streetwalker or something. I 
was shoved into the patrol car while they 
called Nashville and New York police to 
check up on me. By the time I got back to 
the hotel I was shaking and ready to cry. 
But the guys thought it was the funniest 
thing they'd heard all week. 

What advice would you give to wom-
en who are considering road work? 
Dozier: Be careful who you hang out 
with and do the gig the best you know 
how. Sometimes it's better to look the 
other way on a lot you may see, and 
don't take most of the things guys say too 
seriously. 
Culum: Managing Electric Lady is a lot 
like being on the road, and the same 
things apply: treat everyone fairly and 
on the same level, and prove yourself by 
using what's in your head. If a woman 
isn't physically very healthy, I don't think 
the road would be a good idea. 
Peterson: You have to know who you 
are, because often you'll feel like an out-
cast, and you'll often be alone. Why? You 
are not a girl in the audience, or a girl 
back home, or a girl the guys sleep with 
—and God help you if you think you are! 
Also, a "social life" consisting of bars and 
truckstops is very hard to put in perspec-
tive, so use your common sense. If a 
woman is unphysically fit or goes 
through withdrawal without a daily 
shower or her manicure, she'll never sur-
vive the road. 
Veccia: You're going to meet with oppo-
sition, so you must first believe in yourself 
that you can do the job. The road isn't for 
someone who has problems working for 
someone else. 
Elliot-Brown: If you can't deal with 
sweat and no sleep, forget it! Also, if you 
want to get on a major tour, remember 
it's usually very political who gets to go— 
so learn how to deal effectively with the 
management. 
Soifer: You'll probably get exposed to (if 
you haven't already) male attitudes that 
are basically Neanderthal in conception 
and scope. Don't take it too seriously. 
Now is not the time to get on your soap-
box (or trapcasP) and preach women's 
lib! And I think it's not too smart to screw 
around (in any way) with the guys on 
your job. 
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-FROM PAGE 122, LES PAUL 
get patented until Barcus Berry patented 
it years later. I thought everybody knew 
about it, but I just couldn't get it to work 
exactly the way I wanted it to. Bell Labs 
made me all kinds of ceramic pickups. 

There's nothing out there right now 
that I can look at in the solid state field 
which is actually 100% motionless. 
You're using a piece of material that is 
bent and under stress and that creates 
the voltage, the transfer of energy from 
mechanical to electrical. I was fooling 
around with it, but went back to the 
electro-mechanical method because it 
had more of what I wanted, knowing that 
the other way would give you more of 
the actual sound of an acoustical instu-
ment. I was just cruising in another lane. 

When I got into multitracking and 
overdubbing, I took the guitar and 
deliberately began to change its sound 
— to get the sound of playing under-
water, in a phonebooth, upside down 
and crosswise. Bob Moog once said to 
me if I hadn't been clowning around with 
all those sounds, he never would have 
come up with the synthesizer, which is 
one of the great compliments. 

Bonzai: Let's pick one of those sounds — 
how did you get the underwater sound? 
Les: Tape loop — well, it was a disk loop 
at the time. I had been working on the 
idea for two years and was sitting one 
day with Laird Rich, a friend of mine, 
arm wrestling in a beer joint at Santa 
Monica and Western in Hollywood. He 
pulled me right down and says, "How 
come you're not concentrating?" I told 
him I was still thinking about that echo 
and how I didn't want a long time delay, 
like from an echo chamber. I wasn't after 
that "hey, hey, hey" like you're in the 
Alps. He says, "Do you mean by any 
chance like you take a playback head 
and place it behind the record head?" 
My goodness, we jumped out of our 
chairs, left the women to pay the bill and 
find their own way home. We jumped in-
to my Model A Ford and went home and 
within 20 minutes we ripped off that tone 
arm and held it behind the record head 
and as soon as we got tha: slap-back on 
disk we got the answer. 'Course that 
became history and I never patented it. 
Fred Waring had advised me to patent a 
number of my inventions. It goes all the 
way back to my first harmonica rack and 
my mother's piano rolls. As a kid I would 
punch new holes in the piano rolls and if I 
made a clam, I would put tape over the 
hole and move it over. My mother got 
some of the damndest intros to "Barney 
Google." 

Bonzai: Did you ever think how similar 
that was to digital audio? 
Les: Not at the time, of course, but the 
thing that impressed me was that no mat-
ter how slow or fast you set the roll to go, 
the key remained the same. Analog 

changes pitch with the speed. 
It was in 1928 or '29, when I was 

about 12, that I invented my first recor-
ding machine. I built an electrical recor-
ding lathe and, to my amazement, I 
learned years later that the electrical ap-
plication was patented by Bell Labs...in 
1928, I believe. I was playing with the 
same thing and I thought that everybody 

"As a kid I would 

punch new holes in 

the piano, rolls...my 

mother got some of 

the damndest intros to 

'Barney Google':' 

was doing it. I was using a crank phono-
graph. I didn't have an electrical motor 
on there. I'm to this day very bad at 
patenting things. 

Bonzai: Didn't a little girl uncover your 
secret of multiple voices in your stage 
performances? 
Les: Well, this was during the '50s and 
Life magazine wanted to do a big article 
exposing my secrets. We created the 
sound of our multitracked records live 
on stage. The tape machine was then not 
thought of being used to do the multi 
voices on stage. By that time I had left the 
disk idea and had gone to tape. Bing 
Crosby got me my first tape machine 
and immediately a light went on in my 
head to put a fourth head on it and make 
it do sound-on-sound. In '53 I devised 
this gem over here, which was my first 
multitrack recorder with tape ;oop echo 
and everything else I wanted. 

But for our stage show, we did a 
very simple thing — put a microphone 
on Mary's sister off stage and gave her 
some earphones. The audience heard 
two voices instead of one, and if Mary 
coughed, Mary's sister coughed. No 
matter what the ad lib was, it was follow-
ed either at the same time, or right after, 
which confused people tremendously. A 
man came to me backstage, and says, 
"Mr. Paul, I know that it's a secret as to 
how you get these multiple sounds. Peo-
ple are saying it's definitely radar." They 
had a million explanations. He asked if I 
would tell him yes or no if he guessed 
how I was doing it. I said, "That's fair 
enough.. sure." He says, "You have 
another lady singing offstage." I told him 
he was right and he said that his six-year 
old daughter had thought of it and asked 

him, "Where's the other lady?" It was 
simple, but she was the first one to figure 
it out. It wasn't until 1956 that I took 
Mary's sister out of the act and started us-
ing tape. 

Bonzai: Was that related to the "Les 
Paulverisor?" 
Les: That's right. 

Bonzai: Was that a triggering device on 
your guitar? 
Les: Partially, but I won't expose the 
whole thing. It was a triggering device 
but it had many more functions. At the 
time, people were amazed at how many 
things I could do instantaneously. Today 
things are moving so fast that there's 
nothing that you can't do if you want to 
get intricate, but as I said earlier — how 
simple and reliable can you make it? 

Bonzai: I read somewhere that you 
recorded W.C. Fields... 
Les: Oh, yes.. probably the only 
records ever made with him were done 
in my back yard. I became close to him 
working in the Armed Forces Radio Ser-
vice, and a top writer, Bill Morrow, came 
to me and asked if he could use my studio 
to record Bill Fields. He arrived in a big 
black limo with a gal in a black dress — 
his mistress, I believe. He had his Lister-
me bottle with him for his martinis and we 
kept diluting them so he wouldn't get too 
stoned. Outside of my immediate clique, 
he was the first one to hear my multi-
tracking. 

Bonzai: Did he want to do comedy over-
dubbing so he could talk with himself? 
Les: No, he was too busy telling me that 
he played the banjo. When I played him 
some of the multitrack recordings he said 
that I played like an octopus and that 
name held with me. When I made the 
multitrack tape machine, instead of put-
ting track one, two, etc., I marked it Oc-
topus one, two, three. It was funny work-
ing with him, because he couldn't read 
his cue cards. We had a sign painter 
come over and paint signs so big you 
could see them for miles. 

Bonzai: Which of your inventions paid 
off the most? 
Les: The Les Paul guitar — but it took 
years to get it really going. Mr. Berlin, 
who was the head of Gibson and I were 
having dinner shortly before his death 
and he asked me, "When you came to 
me with that broomstick with the pickup 
in 1941, did you ever believe in your 
wildest dreams that it was actually hock-
able?" Of course I did. I was the only one 
who believed it at the time, but I never 
got discouraged. 

(Many thanks to the Capitol Records 
research department and to Les Paul 
scholar Mark Smotroff.) 
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by Phil Tripp 

The new art form, technology, 
and business of music video have truly 
come into their own as evidenced by the 
rash of awards, conferences, and festi-
vals that have sprung up in the last year. 
An event that is indicative of some of the 
problems that music video is undergoing 
was the First International Music Video 
Festival held in early October in St. 
Tropez. As a market for long form pro-
duct, a juried competition of clips and 
long forms and a series of seminars, the 
festival fell short of its goals. 

The statistics were impressive, 
though. Organizers claimed an atten-
dance of 1800 participants from over 20 
countries, representation of 380 com-
panies and over 400 journalists, in-
cluding 17 film crews and 57 radio sta-
tions. Even so, the problems encoun-
tered in the initial year of the event 
caused intense arguments about the 
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judging procedures of both clips and 
long forms, as well as logistical foul-ups. 
Attendees found themselves somewhat 
lost in a foreign country in widely scat-
tered hotels with confused transportation 
facilities trying to do business without a 
central marketplace for product and a 
language problem for most. 

Yet it was a strong indicator of 
the interest in and growth attained by the 
industry that has evolved from a cultural 
curiosity to a full blown industry in just a 
few short years. The problems encoun-
tered by the Festival's organizers — pub-
lishers RS Communiations of Paris, 
headed by 23 year old Rupert Schmid 
— mirrored the growing pains and de-
velopment of music video itself as it be-
comes a major home video product as 
well as a programming panacea. 

It was an odd mix of partici-
pants — the business sector looking to 
sell or acquire product, itinerant direc-
tors and producers with a view towards 

obtaining recognition and procuring 
more business, swarms of media, and the 
glitteraii and illuminati of the industry. 
Julian Temple, noted director of The 
Rolling Stones' Video Rewind, summed 
it up best saying that the video fraternity 
was "an industry in search of itself. Per-
haps it is still too early to expect the in-
dustry to appreciate an event of this mag-
nitude or to be able to use it properly." 

As expected, the festival was a 
financial loss with organizer Schmid in-
vesting over $900,000 with a shortfall of 
over $250,000. But the major failure 
was the judging of product in the compe-
tition with over 60 judges scurrying 
through a glut of over 450 clips and 105 
long forms as well as a scattering of com-
mercials utilizing music video as a hook 
— an art form popular on French televi-
sion. The primary problems with the 
judging were both technical and logis-
tical. Duplication of product was pro-
hibited and most entries came in so close 



maiNIM 

Everything 
You Always 
Wanted to 
Know about 
the 
Professional 
Audio Buyers 
Guide* 

17/A1 

•but 
didn't 
know 
who 
to ask! 

1E 

WHAT 
is the Professional Audio Buyers 

Reference Guide? 
It's an an-inclusive reference manual, the most 

comprehensive of its kind. . . in fact, itS 
3-guides-in-one: 

I. an index containing over 100 illustrated pages of audio 
products, with model numbers, features. specs, & 

current retail prices 
2. a directory of audio equipment manufacturers (names. 

addresses, phone numbers, product lines, 
& key personnel) 

3. a collection of in-depth reports about audio gear & 
how to select what's right for yon. 

It's the easy-to-use 1985 edition, expanded to include 
products for commercial sound as well as recording. 

broadcasting, & sound reinforcement. 

WHY 
do I need the Audio Buyers Guide? 

To keep abreast of current technology. . .to objectively 
compare features & prices. . .to contact manufacturers 

directly, using the info request cards bound into the 
Guide.. .and to save time & money! 

WHO 
publishes the Audio Buyers Guide? 
SIE Publishing, an independent publisher based in 

Southern California. produces and distributes the Guide 
every year. SIE created the Guide in 1981 to provide 

consumers with an unbiased source book of professional 
sound equipment. 

WHERE 
is the Audio Buyers Guide distributed? 

SIE sends copies of the Guide all over North 
America. . .to recording schools & studios, professional 

musicians, audio trade groups, major college & university 
libraries, music retailers, broadcasters. video producers, 

theatre companies, religious institutions, lighting 
designers, sound contractors and sound consultants. 

HOW 
can I get a copy? 

SIE Publishing El P.O. Box 2526 Ill Berkeley, CA 94702 
Phone 415-843-7901 

Send Me Audio Buyers Guide(s) at S 14.95 each. 
plus $2.00 shipping charge. 

D check enclosed for $  
(Calif. resclents add 6% sales tax) 

D charge to my VISA/MasterCard (circle one) 

Acct. No-  Exp. Date  

Name  

Address  

City  State Zip  



to the deadline that many tapes in NTSC 
format could not be transferred to 
SECAM because of a lack of facilities. 
Additionally, the judges were split into 
nine panels and there weren't enough tri-
ple format (NTSC, PAL, and SECAM) 
machines available for the confusing 
range of tapes. This slowed the judging 
the first day when panels had to formu-
late many of their own parameters of 
judging to adapt to the circumstances 
and time factors. President of the judges, 
Jean Jacques Beneix, director of the 
feature film Diva, stated, "This industry 
had better get used to adaptation of rules 
— we had to establish the rules as we 
went along." 

In response to intense criticism 
that long form product had been initially 
judged by viewing only seven minutes of 
each, he said, "It was not a fair way of 
doing it — just seeing a piece of each — 
but at least it was the same for everyone. 
But through our mistakes and the big quali-
ties of the Festival itself, we discovered 
things that made us richer in knowledge." 

In a final press conference pre-
ceding the awards, Schmid and Beneix 
outlined the problems with judging and 
promised to correct them next year with 
a pre-selection process, better organiza-
tion of the transfer and duplication of 
tapes for the judging and display of prod-
uct, as well as a rule that only videos pro-
duced in the next year would be eligible. 

Another criticism voiced by dir-
ector Tim Pope was addressed — the 
lack of judges from outside the industry 
and of an age group and target audience 
that the videos are aimed toward. Pope 
was the second youngest judge at 28 
with the youngest being a 14-year-old 
student, Tamara Lane Cohen. She felt 
that her decisions were "not that far off 
from the other judges. In the final 
analysis, we were pretty much in agree-
ment as to the decision we made on clips 
and long forms." 

Product that had been entered 
in the competition was also screened 
locally at different venues, on the huge 
floating DiamondVision screen in the 
center of the harbor and on the Monte 
Carlo television station for the term of the 
event. Tapes had to be shuffled from the 
judging to the central studios eliminating 
the possibility of entrants being able to 
get their tapes back for their own show-
ings if they had failed to dupe enough 
copies for their own use. 

Another area of complaint was 
the seminars which discussed issues of 
the industry. Some of the issues were 
moot points such as the debate of film 
versus video, while others dealing with 
payments and profits from the genre 
have been adequately covered by other 
conferences with few new develop-
ments. The perspective was decidedly 
French and European with a dearth of 
US and UK participants in most of the 

panels and a very poor translation of the 
speakers for the mostly English speaking 
audience. Press releases were mostly in 
French and the staff of the Festival were 
surprisingly unilingual, frustrating the 
English speaking press and participants. 

Nonetheless, RS plans to stage 
the event again next year (with a strong-
er emphasis on marketing aspects) pro-

VIDCOM 
Long a market for home 

video with a slathering of horror 
flicks, the usual assortment of porn 
films, and a glut of third rate fea-
tures, the tenth VIDCOM saw ex-
pansion of the marketplace into a 
number of interesting areas, most 
notably music video. This year's 
event drew heavy participation 
from companies primarily engaged 
in distribution and acquisition of 
music video as well as companies 
that had only one or two selections 
to offer in their product range. 

Polygram Music Video, 
Videoform, Picture Music Inter-
national, and Pacific Arts were pro-
minent in their booths with a large 
array of concert and compilation 
product, rockumentaries, and video 
albums and singles. One surprising 
entry was Pioneer LaserDisc whose 
expanded catalog of music video in-
cludes a series of ambient videos 
produced from songs of Windham 
Hill Records artists as well as an odd 
coke-lion of like videos using soft 
core nudity and implied violence — 
a genre unique to the Japanese mu-
sic video market. 

Over 800 companies reg-
istered with 271 stands, 373 with-
out stands and 169 simply with ex-
ecutives present. Attendance was 
reported to be over 10,000 with al-
most 50 countries represented. Still, 
attendance was not what the organ-
izers had hoped for. Even with the 
expanded program market cover-
ing software for home video, as well 
as the ancillary markets of satellite 
and cable, plus the hardware aspects 
of teletext and the mini MUID market 
which focuses on home computer 
software, VIDOM was surprisingly 
quiet at times with most of the deals 
being made away from the event at 
lunches and back in the hotels. 

Music video will see a high-
er prominence next year according 
to organizer Bernard Chevry who 
may introduce a special section for 
that product, as he is doing this year 
at the MIDEM confab held this 
month which will feature a separate 
hall for clip producers and directors 
as well as a market for product. 

—Phil Tripp 

mising to establish a central meeting 
place and better facilities for private 
viewing of product and a better trans-
portation system for ferrying around at-
tendees. This year, Renault was a spon-
sor, supplying more than 20 Supercinq 
compact cars for use by the festival's 
drivers. Cointreau was another sponsor, 
who supplied the festival drink called the 
"Cointreau Clip" — a noxious concoction 
of the liquer and fruit juices. RS hopes to 
attract more sponsors next year to offset 
costs, and the company sees the likeli-
hood of a profit in 1985. Though dates 
are not set, it is likely that it will occur 
around the time of VIDCOM in Cannes. 

This year's VIDCOM proved to 
be a competitor with St. Tropez, with 
several of the major companies in the 
home video arena opting not to cover 
both events. Thorn EMI, Polygram, Pic-
ture Music International and several 
others were notable by their absence 
though some companies like Videoform 
did participate more as observers. 

But media were well represent-
ed with an incredible array of TV and 
film crews, roving reporters, and cliques 
of international journalists searching for 
the elusive story. Most concentrated on 
trying to get aboard the fleet of yachts 
brought in by Duran Duran, Elton John's 
manager John Reid, Robert Stigwood 
and others. The ostentatious wealth 
flaunted by many of the participants was 
in sharp contrast to the complaints made 
by many record execs of escalating 
costs, improbable profit potential and 
unrecoupable costs of making clips. 

However, by the magnitude of 
the event and the enthusiasm of the par-
ticipants, it appears that music video still 
holds the artistic and profit potential for 
the future if the industry can find itself 
and the players don't repeat the same 
mistakes of overkill, formularization and 
politics that brought the recording indus-
try to its knees in the late '70s. 
Major awards for the Festival included: 
Best Clip — "You Might Think" 
—The Cars 

Silver Award — Paul McCartney and 
Michael Jackson — "Say Say Say" 

Bronze Award — Michael Jackson 
—"Thriller' 

Best Long Form — "Heartbeat City" 
—The Cars 

Silver Award — "The Compleat Beatles" 
Bronze Award — "Caught In The Act" 
—Styx 

Best script, direction and special effects 
—"You Might Think" The Cars 

Best photography, costumes, design 
and casting "Say Say Say" — Paul 
McCartney and Michael Jackson 

Best Choreography — "Thriller" 
Michael Jackson 

Best British video — "Two Tribes" 
Frankie Goes To Hollywood 

Best Australian Video — "Sad Songs" 
Elton John 
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by Mia Amato 

"Businesslike" best describes 
the recent Billboard Video Music Con-
ference, notable for an almost total 
absence of recording artists and record 
company executives — most attending 
were those who work at producing or 
distributing promotional clips. Awards 
for technical excellence wound up basi-
cally split between John Landis "Thril-
ler" and "You Might Think" from Char-
lex. Our favorite clip showed up in the 
independent label screenings. "Home-
coming Queen's Got a Gun" falls into the 
novelty genre, a teen angst satire in 
which a blonde deb pulls a pistol from 
the folds of a pink chiffon gown and 
wreaks havoc on her class rivals. Oddly 
enough, the clip, produced by Terrance 
McNally, has a happy ending. 

McNally said the clip and the 
single, distributed by LA indie label 
Rhino Records, were put together by a 
group of theatrically-minded friends, in-
cluding singer Julie Brown and director 
Tom Daley. "One of the reasons we 
were able to make the clip look so good 
on a very small budget is that we had 
professional actors," McNally ex-
plained. "The concept works because 
the acting is believable." 

The meeting also was a show of 
strength for the newly-formed Music 
Video Producers Association (MVP). 
Association founder Ken Walz said the 
group doesn't plan to immediately tackle 
the issue of royalty payments for music 
video producers, but has as its first goals 
standardizing bidding between record 
labels and production companies, and 
guidelines for payment in the thorny 
areas of last-minute project cancellations 
and creative fees for providing "con-
cepts" (See related story this issue). 
MVP's bid form and organization struc-
ture shows the hand of Barney Melskey, 
who helped organized the Association of 
Independent Commercial Producers 
(AICP) along similar lines. 

Another group forming is the 
American Video Jockey Association 
for VIs working in nightclubs. AVIA is 
also providing a clip pool to members 
and can be contacted at (213) 248-4 196. 

What's going on in the stu-
dios... in New York, Silvercup Studios 
set some kind of soundstage record by 
hosting the production of four different 
music videos at the same time: Howie 
Deutch was directing Billy Joel in 
"Keeping the Faith" while the Isley 
Brothers were working with Steve 
Kahn; in other parts of the vast former 
bread factory Eric Carmen and Hall & 
Oates filmed their latest clips. 

National Video has completed 
a 30-minute demo cassette for the 
Grateful Dead, which will be distri-
buted to television news programs, and a 
shorter demo for the English band 
Chaser. "Some Day They're Gonna 
Need My Band," directed by Cedric 
Whitehouse, pictures the musicians lit-
erally knocking on record company 
doors in search of a label — not a fiction, 
as the band is looking for a distributor for 
its single. Editel/NY's Peter Karp 
edited the Jackson's extravagant 
horror-genre "Torture" clip. Directed by 
Jeff Stein for PMI, the six-minute film 
took ten days to post (the breakdancing 
skeletons were created in a separate film 
sequence by Peter Wallach). 

Luis Aira directed Kashif's 
"Are You the Woman" for production 
company Ingalls Inc. and their client 
Arista. For MGMM, Russell Mulcahy 
directed both "The War Song" for 
Culture Club and "Into the Fire" for 
heavy-metal band Dokken. The two 
videos accompanying Julian Lennon's 
debut hit singles were posted at Tea-
town Video in New York under the 
direction of filmmaker Sam Peckinpah. 
Teatown's Marlen Hecht also reports 
that the facility has added Betacam com-
ponent editing to its interformat services. 
So has Matrix Video. 

Elsewhere.. downtown San An-
tonio's Fiesta Plaza is the home of a new 
$3 million video complex. Focus Pro-
ductions will offer full post and studio 
services including a 5000-seat theater 
equipped with computerized lighting. 
Also in San Antonio, TMS Productions 
announced installation of the city's first 
and only Ampex ADO for special effects. 

Dallas Post Production 
Center has been active editing a video 

for Leon Russell and a one-hour TV 
special starring country singer Waylon 
Jennings. Also posted were two rock 
specials for European distribution for 
Del Productions, edited by Dale 
Thorn. 

"The groups in the Dei spueials 
were so different — Talking Heads, 
AC/DC, Black Sabbath, for example 
— we got to do some off the wall editing," 
says Dale. 

Third Coast Video (Austin) 
collaborated with the BBC for a docu-
mentary tracing Scottish fiddle music to 
its country decendants in Texas, Kentucky, 
and Tennessee. In rock projects, they've 
also created blue screen sequences for 
Joe Carasco's clip, "Current Events," 
and a taped concert for local group the 
Sextones. Mobile audio for the latter 
was supplied by Riverside Sound. 

A new Rank Cintel film-to-tape 
transfer is installed at Northwest Tele-
productions (Minneapolis). Videosmith 
(Philadelphia) now has the Quantel DPB 
series 7000 Paint Box and artist Linda 
Clough to mastermind retouching, roto-
scoping, animated graphics and draw-
ing effects. Grammy Gospel winners 
DeGarmo and Key produced two 
videos at Ardent Teleproductions 
(Memphis), which hosted a press pre-
miere for the Christian rockers in studio. 

Art tapes go for the gold, 
maybe the platinum.., sales unit criteria 
for the home video equivalent of the gold 
record were doubled by the RIAA, re-
flecting strong sales by casspttes and an 
increased VCR population of well over 
10 million owned. Domestic sales of $2 
million retail or 50,000 cassettes and 
disks rate a gold award. Platinum cer-
tification was raised to $4 million sales or 
100,000 units. 

-CONTINUED ON PAGE 148 

Julie Brown, like, totally depressed at 
the untimely demise of her best friend 
Debbi in "Homecoming Queen's Got 
a Gun." 
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Non-narrative art videotapes 
with musical soundtracks continue to 
break into the home video mainstream. 
Besides Steve Beck's video synthesizer 
art tape, which he says "is doing quite 
well" in mail order sales, the artist's Elec-
tron video label has released a cassette 
of psychedelic filmworks by animator 
Vince Collins and a video single, 
"Breakdance," with a peppy soundtrack 
and figure animation created entirely on 
an Apple computer. Sony Video Soft-
ware has released "Evolutionary Spiral," 
uniting the jazz fusion music of Weather 
Report with video special effects created 
by Mark Mawrence and Larry Lach-
man of MIT. The 15 minute cassette sells 
for $ 16.95. Also available in stores from 
Sony is "Danspak II," a second music 
video tape from the team of Merrill 
Aldighieri and Joe Tripician — with 
explosive new music and a cameo by 
Lou Reed — and "Body Music," a half-
hour of erotica electronified by Homer & 
Associates. 

MCA Home Video has an 
agreement to distribute a Doors compi-
lation long-form program...Ray Davies 
of the Kinks has completed production 
of a musical narrative, "Return to Water-
loo," to be distributed by RCA Video. • 

Participants gather on the set of "L.A. Woman," a conceptual seven-minute video 
for MCA Home Video's Doors long-form music video. Producing the program is 
Monitor Award winner George Paige, with the Doors' Ray Manzarek, Robby Krie-
ger and John Densmore overseeing the production. The long-form music video, 
scheduled for release in 1985, will feature rare concert and archival footage of the 
late Jim Morrison and the Doors. Pictured left to right are: John Doe of the band "X," 
who appears in "L.A. Woman;" actress Krista Errikson; cinematographer Allen 
Daviau (of ' E. T." fame); Doors member Ray Manzarek, who directed the L.A. 
Woman" video; and Doors manager Ben Edmonds. 
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The Country's Largest Audiophile 
Cassette Manufacturer 

Innovative Engineering in Both Digital 
and Analogue Domains 

Obsessive Quality Control with Lab 
Standard Instrumentation 

On Time Delivery 

Competitive Pricing 

Resolution manufactures cassettes for some of the most 
demanding audiophile labels in the country; all in real time, 
all on time. CALL LINDA NOW AT OUR TOLL-
FREE NUMBER: 1-800-862-8900 or write for our free 
brochure and price list: 

Resolution, 1 Mill St., Burlington, VT 05401-1514 

THE BILLBOARD 
SIXTH ANNUAL 
VIDEO MUSIC CONFERENCE 

by Mr. Bonzai 

Well, once again, Billboard 
engineered a really chatty, schmoozy 
and entertaining gathering of video 
music artists, producers, directors, 
critics, technicians and lounge liz-
ards. And boy, were the lounges 
spiffy. The new Sheraton Premiere 
in Universal City (don't it sound like 
the future?) has the gracious decor 
to make this garage industry a bona 
fide "scene." 

I wandered into so many 
lounges that I missed a few of the ed-
ucational seminars, but I did catch a 
mini-lecture by director Joe Dea (of 
Greg Kihn fame). Joe, with writer 
Richard Day, provided a funky, low 
brow groundling backdrop to the 
studious proceedings by explairÉna 
how those expensive special effects 
can be done cheaply. Need some 
spectacular cloud effects? Shoot 
through a fishbowl filled with water 
and swirling milk. Can't afford to 
rent a smoke machine? Tam a pack 
of lit cigarettes into your vacuum 
cleaner hose and put it in reverse 
(the "blow" function). After clearing 
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The MIX BOOKSHELF 
is a catalog of recom-
mended readings 
available through MIX 
Magazine by special 
arrangement with 
leading industry pub-
lishers. MIX has chosen 
and compiled what we 
consider to be the 
best-60 of the most in-
formative audio, video, 
and music books cur-
rently in print. Now, it's 
easy to order these 
hard-to-find titles. 

1) PRACTICAL TECHNIQUES FOR THE 
RECORDING ENGINEER, Sherman Keene 
A down-to-earth instructional guide for the engineering/producing arts. 
Divided into 3 categories (basic, intermediate and advanced), the text is 

accessible and extremely useful to students at different levels of competen-
cy. Also available as a correspondence course and for school curriculums 
with Teacher's Manual, workbooks, and exams. 221 pp. $29.75 

5) PRACTICAL GUIDE FOR CONCERT SOUND, 
Bob Heil 
This brand new 1984 edition covers the fundamentals of professional sound 

reinforcement, set-up and design, efficient speaker enclosures, mixers and 
equalizers, digital delays, compressors and limiters, microphones, other 
outboard gear, hardware and construction tips. $10.00 

6) SOUND SYSTEM ENGINEERING, 
Don Si Carolyn Davis 
This excellent volume offers a concise and encyclopedic treatment of the 
decibel notation system, loudspeaker directivity and coverage, the acous-

tic environment, acoustic gain, interfacing electrical and acoustical 
systems, installation, equalization, and instrumentation. Includes sample 

design applications. 295 pp. $21.95 

8) CRITICAL LISTENING 
COURSE, F. Alton Everest 
lie.signed to improve aural abilities, 
the 10 self-study lessons in the 106 
page manual are augmented by five 
pre-recorded cassettes, with exam-
ples of frequency band limitation, 
frequency response irregularities, 
components of sound quality, va-
rious types of distortion, rever-
beration effects, and voice colora-

tions. $129.95 

9) BUILDING A RECORDING STUDIO, Jeff Cooper, 
M. Arch., S.M., S.B., B.S.A.D. 
A step by step guide to re( 7Ording studio construction for small or large 
budgets. Covers principles of acoustics, how acoustics affect recording, 
soundproofing a room, plus chapters on the studio, the control room, and a 
glossary of the 100 most misunderstood terms in acoustics. $30.00 

13) THE USE OF MICROPHONES, 2ND ED., 
Alec Nisbett 
This excellent 1983 edition covers the sound medium itself, describes the 
many microphones available, the balance of speech and music, 
simultaneous sound and picture recording, and the sophisticated skills of 
creatively controlling sound performance transmission or recording. 

188 pp. $ 13.95 

28) VIDEO PRODUCTION GUIDE, Lon McQuillin 
A broad overview placing continual emphasis on the human organizational 
aspects with comprehensive coverage of both studio and location produc-
tion from the viewpoint of the producer and director. Pre-production, pro-
duction, post- production, and other important topics. 382 pp. $28.95 

42) MUSIC APPLICATIONS OF 
MICROPROCESSORS, Hal Chamberlain 
This superb volume comprehensively covers digital microprocessor sound 
and music synthesis including standard linear techniques, musical applica-
tions for the newer 16 bit micros in non-mathematical language, and all 
phases of waveform shaping and filtering as applied to electronic music 
generation. 661 pp. $21.95 

46) HOW TO MAKE AND SELL YOUR OWN 
RECORD, Diane Sward Rappaport 
This brand new edition offers technical information, practical tips, and busi-
ness guidance for self-production. Every aspect of a recording project is 
covered, from planning and budgeting through sales and promotion. In-
cludes sample forms and worksheets as well as advice on raising money 
and negotiating contracts. 167 pp. $12.95 

53) AN INSIDERS GUIDE TO ADVERTISING 
MUSIC, Walt Woodward 
An excellent reference for advertising music professionals which goes right 
to the heart of the jingle industry. Detailed, informative, and insightful, it 
covers how and why music works in advertising, when and how to use it, 
and all crucial elements of production for quality radio and TV campaigns. 
Hardcover. 126 pp. $ 14.95 Optional cassette $5.95 extra 
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ODUCT ION 

A PRODUCER'S PROFILE 
by Lou CasaBianca 

The setting was the glossy new 
Sheraton Premiere Hotel in Universal 
City. The event was the 6th Annual Bill-
board Video Music Conference. The 
mood was upbeat and positive. Most of 
the important players in the music video 
business were in attendance or repre. 
sented. One of the most repeated corn-
ments by panelists was "whatever else 
you might say about them, if it wasn't for 

MTV we probably wouldn't be here to-
day." I heard myself saying that "MTV 
probably wouldn't be here today" if it 
wasn't for the artists, producers, direc-
tors and record companies who pro-
duced the videos that have been its 
bread and butter for over three years. 

BILLBOARD & THE PRODUCERS 
Billboard, in particular, de-

serves recognition for creating the Music 
Video Conference six years ago, three 

Cyndi Lauper, Ken Walz, two mem-
bers of Cyndi's band, Michael Ne grin 
(cameraman), Dave Wolff (Cyndi's 
manager and co-star) in the music 
video "Time After Time." 

years before MTV went on the air. Cur-
rent and former Billboard Music Confer-
ence organizers Lee Zhito, Thomas Noo-
nan, Kris Sofley and Steve Traiman have 
provided an invaluable critical forum for 
the evolution of the International Music 
Video Community. Producer Jon Rose-
man deserves special credit for finding 
and marketing a stable of directors and 
producers (including this writer) who 
have gone on to create their own video 
music production companies. "The 
Godfather of Video Music," Roseman 
was as usual outspoken and uncensored, 
a one-man controversy prepared to ex-
pound on almost any issue. John Weaver 
and Keith MacMillan of KEEFCO, who 
have produced hundreds of consistently 
high quality music videos for the likes of 
Paul McCartney, Blondie, and Jethro Tull, 
were there. Another pioneer in the field, 
and one of the most experienced Ameri-
can Video Music producers is Ken Walz. 
Mix publisher/editor David Schwartz 
and I interviewed Ken for MVP. 

Mix: Let's review where you came from. 
How did you get into music video? 
Walz: I spent about four years in adver-
tising. I was an account executive for 
such products as Frito corn chips, TWA 
and Blue Bonnet margerine commer-
cials. One day this guy came into my of-
fice and said, "I present rock concerts at 
colleges. We need sponsorship. Would 
your client be interested in doing that?" 
Well, my client wasn't interested, but I 
loved the idea. So I quit and went with his 
company and I got advertisers to come 
and sponsor the Grateful Dead, Melanie, 
Elton John. This is back in the early '70s 
—and that company was successful for 
about a year or so. I came across a direc-
tor named Stephen Verona. Stephen was 
about to do a film for CBS records called 
their "convention" film. They would do a 
90-minute film, with about 30 or 40 dif-
ferent CBS recording artists, to show at 
their convention to get all of the sales 
people from all over the world hyped up 
about the new releases. That's how I got 
into filming music. This was way before 
ABC's In Concert or Don Kirshner's 
Rock Concert, any of the other things 
that had contemporary music on televi-
sion. So, through the early '70s I did a lot 
of that kind of work. Eventually, I drifted 
into commercials and did industrial films 
for Faberge, J&B Scotch, things like that. 
I did a couple of segments of the 
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American Sportsman for ABC, went 
over to Nepal and did a show on the 
Bengal tiger with Shelly Hack, which 
was a terrific experience for me. When I 
got back from that I knew I could pro-
duce anything. 

Mix: Yours is probably one of the most 
diverse backgrounds of anybody in the 
video music business—you've done doc-
umentary, sports, industrials, commer-
cials. . 
Walz: Yes, that's why I like the film angle, 
because the variety is there and it keeps 
you alive. So I've always been up for dif-
ferent things, but ever since I did the 
work for Blue Angel, which was Cyndi 
Lauper's old band, the music video has 
been about 80 percent of my work. 

Mix: Music video has finally come of age 
as television programming. Everything 
that's ever been shot becomes program-
ming sooner or later. How long ago did 
you work with Cyndi and Blue Angel? 
Walz: Blue Angel was Cyndi's first band, 
and that was about four years ago. 

Mix: Isn't it fair to say that her record 
label would acknowledge that her video 
and high rotation airplay on MTV made 
her career? 
Walz: Any record company will confirm 
that. The record was out there and it 
wasn't really moving. A lot of radio peo-
ple resisted it because it sounded kind of 
strange and it was a bit of a novelty rec-
ord. Then the video hit and it all changed 
practically overnight. I knew Cyndi and 
I knew her personality would come 
through with that song ["Girls Just Want 
to Have Fun"]. In the second video we 
would show her other half, which we did 
with "Time After Time," because then 
people understood that she could sing 
well. She could sing a ballad, she could 
act, she could be sensitive as well as be-
ing crazy. So that nailed it down for her, 
then she was on her way. 

Mix: Which song did you do with Huey 
Lewis? 
Walz: I did "The Heart of Rock 'n' Roll 
this spring. We spent a day in New York 
and two days here in Los Angeles. We 
had no choice on that one—the song 
goes, "New York, New York"—so we 
knew where we had to go, and that was 
fun. Huey is a wonderful guy, he is thor-
oughly professional, all the guys in his 
band are great to work with. Huey and 
Bob Brown [his managed are funny and 
they work hard. You say "be there at six 
in the morning," and they moan and 
groan, but they were there at five to six. 
In one night we had a shot at Danceteria 
with all the weird people, Times Square, 
with Huey crossing the street,there was a 
stunt, so we had a stuntman on that, and a 
helicopter shot over the Brooklyn 
Bridge. Then we came out here [Los An-

geles] and spent one whole day in a club 
shooting the performance stuff, another 
day riding around with the bus and all 
the pick-up shots. So that was a com-
plicated one, but it went very smoothly 
because everyone was very together 
and cooperative. 

Mix: Just for the record, what was the 
budget you had to work with for "The 
Heart of Rock 'n' Roll." 
Walz: In the $60,000 area. Not particu-
larly profitable, as you can imagine. 

Mix: Can you tell us about the Billy Joel 
"Piano Man" video? 
Walz: The Billy Joel video was shot back 
in 1972 for the CBS records convention 
when he was doing "Piano Man." In fact, 
we were setting up in the CBS recording 
studios waiting for him to come in. No 
one ever knew what he looked like. Then 
this kid came in with a leather jacket and 
hung around for a while. Then he walked 
up to the piano and started to do Chuck 
Berry imitations, then Joe Cocker. Billy 
Joel does great imitations. And then 
everyone says, "Hey, you're great, 
what's your name?" "Oh, I'm Billy Joel." 
"Great, we're going to be shooting you 
in a few minutes. Stay there, we'll get the 
lights and get started." I'm sure I was the 
first person to shoot him, because it was 
his first album. 

Mix: What are you working on now? 
Walz: Well, I just finished one for Poly-
gram for a band called Anarriotion, which 
is sort of a dance kind of sound, which is 
fun for a change. When I go back I'm 
shooting a new artist for Arista named 
Janie Street. I'm fairly proud of the diver-
sity of my work. This year I did Huey, 
and Cyndi, then I did one forBeat Street, 
the breakdance movie, which had none 
of the footage, it was all original stuff. 
Then I did Juice Newton, the Oak Ridge 
Boys, Van Stephenson, Anamotion, Janie 
Street; they are all very different. 

Mix: If a label with an already estab-
lished artist approaches you with a song, 
do you conceive several scenarios and 
see which ones they are the most attract-
ed to, then develop them, or do you have 
one vision for each? 
Walz: It seems to be different every time. 
With Cyndi's stuff, there was no competi-
tion. I didn't have to submit a script; we 
just went to work and polished and made 
it right. Huey came along and had that 
idea practically written out—he spent so 
many hours on the road on that bus he 
had time to write his videos. So that was 
easy. When it comes in cold, I work with 
several writers and directors and I write 
sometimes, so it just depends. I might 
send it out to a couple of directors and 
see what they come up with. I might give 
it to two writers or two directors, or some 
combination, or if I have an idea myself, I 

just write it up myself—it varies. I think 
you should know 90 percent for sure 
where you're going, otherwise you're 
having discussions on a set and it's cost-
ing money. If there is a little bit of flexibil-
ity, sometimes you see a piece of busi-
ness or action that really works well and 
you can just change it. That is why I'm re-
luctant to give record companies story-
boards with pictures, because they're 
going to be looking at those pictures. It's 
just like advertising, and I've been 
through that. I know that when a produc-
tion company gets a storyboard, they 
know that they better shoot that story-
board. So one of the best things with 
music videos is you can kind of change it 
around a little bit as the circumstances 
dictate. 

As a producer, that is good for me 
sometimes because if I see that we are 
getting behind or we're having some 
production problem that is going to cost 
money, maybe I can do a little shortcut 
that won't affect the piece at all, but will 
bring us back on schedule, or make the 
whole thing turn out on budget. So far, 
the record company and the artists are 
only concerned with a piece that works. 
If it isn't exactly what you had on script, 
but it's still good, or better, terrific. With 
"Girls Just Want to Have Fun" we shot so 
much good stuff that we lengthened the 
song for the video. The video is 30 sec-
onds longer than the record version. In 
"Time After Time" Cyndi really rose to 
the occasion. She stared out of that train 
window and conjured up a tear. I don't 
know how actresses do that. 

Mix: Do you have any plans with her to 
do any more videos at this point? 
Walz: Cyndi's doing a couple of live 
videos now. They filmed her show in 
Texas and the next two that you see will 
be performance, and then she goes in to 
do a new album. I'm glad I did those 
though, because we won a lot of awards 
and got a lot of recognition for it. On a 
business level they were totally success-
ful and on a professional, creative level 
they were very worthwhile. 

Mix: What approach do you use for the 
sound and playback to interlock all of 
your machines? Everybody seems to 
have their own variation on a theme in 
terms of how they lay it down on film. 
Walz: Well, everything I do is on film. I 
get a copy of the song and get a 60 pulse 
on it and put it on a Nagra and off we go. 
Usually in the post, I use 35mm mag for 
the sound. Some of the record compa-
nies are now using half-inch copies of 
their master and having me put the sync 
signal on one of the channels and using 
that for our sound. 

Mix: Do you use half-inch four track? 
Walz: Yes. Stereo left and right, time 
code and sync signal. So it syncs with 
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playback copy. I like the 35mm sound. 

Mix: 35mm sound and 16mm film? 
Walz: Yes, I think that's got to be the best. 
We run our 35 mag tape, and in some 
cases the 1/2-inch, at the same time that 
we run our 1/4 -inch for the Nagra, so that 
they all have the same sync signal on it. 

Mix: This will be a big change for stereo 
TV . . . and a breakthrough for the record 
business. Video music has gotten a lot 
more acceptance from the record com-
panies compared to a few years ago. 
Walz: They really resisted like crazy, be-
cause they didn't know anything about it. 

Mix: They considered it a fad, at best. 
Just a couple days ago I read an article 
about the record industry execs and pro-
ducers who now believe that video is the 
future of the record industry. 
Walz: That's interesting, because there 
are people here at this hotel that told me 
five years ago that music videos did not 
sell records and that they were an expen-
sive waste of everyone's time. And now 
they are here on panels to boost video 
music. 

Mix: What artists would you like to work 
with? 
Walz: Good question. To hedge that just 
a little bit, I find that I get the most per-
sonal satisfaction working with the new 
people. Because first of all, they don't 
drive you crazy and they are so happy 
that you are working with them that they 
will do anything. And you have an op-
portunity to really launch a new career. I 
saw it happen with Cyndi, and I love 
watching that. It happened to some ex-
tent with Patty Smythe and 'The Warrior." 
Because Patty had this little cutesy-pie 
image, so we just decided to go all the 
way and toughen her up and that video 
was very successful. So I enjoy that chal-
lenge. The down side is that you always 
get the smaller budgets to work the mira-
cles. If you're Elton John or Billy Joel, 
with $150,000 to $200,000 budgets, 
there's no problem. But, if you're Janie 
Street, the woman I'm going to be work-
ing with in a couple of weeks, you're 
lucky if you get. . well,I don't want to 
tell you what the budget is. Actually they 
are pretty generous, but you get the low 
end budget scale, and so you strain a lit-
tle bit. 

Mix: You really can't touch anything 
that's going to be in the context of a mu-
sic video scenario without begging, bor-
rowing, or stealing, which a lot of people 
are doing now, for less than $30,000 to 
$40,000. 
Walz: That's for sure. And even then, 
you're cutting all sorts of corners. 

Mix: Do you shoot with a union crew? 
Walz: They're all union crew, but they 

are not union shoots. The best people are 
going to be in the union. 

Mix: How about the cameramen? 
Walz: I've done three videos this year 
with Daniel Pearl, who is a favorite of 
mine. He is a good friend, and I think he's 
a wonderful cameraman. But, I've work-
ed with a couple dozen others who were 
certainly good. It just kind of depends on 
the job. I used Frances Kenney on "Girls 
Just Want to Have Fun" and then on the 
New York segment of "Heart of Rock 'n' 
Roll" because he has documentary back-
ground, he comes across very fast, he 
has a Steadicam, and he was perfect for 
the high energy kind of shoot. 

Mix: Do you do your work with one 
specific editor? 
Walz: Yes, what I do is edit on film. I have 
a wonderful film editor by the name of 
Norman Smith, who won an Emmy and 
has done some beautiful work. Then we 
transfer only the scenes which he has se-
lected and we put a code on those 
scenes, do a computer print-out and go 
into a one-inch editing session, and we're 
out of there in a couple hours, because 
you just punch in a couple numbers and 
the machine does the rest. 

Mix: What videos do you like, if you 
were to pick a couple that you think stand 
out? 
Walz: I loved "Wrapped Around Your 
Finger" by The Police. It was so original 
and beautiful—so clean and simple. I like 
"I'm Still Standing," by Elton John, that 
kind of thing. I guess I have a tendency to 
like the English directors, although I've 
never actually worked with one. But 
some of the stuff they do is really fresh. As 
long as it is different, I tend to like it, even 
if it's not so good. Because it's getting 
harder and harder to be original in this 
industry. Over 2,000 videos are being 
produced every year, and how many 
times can you come up with something 
fresh? So, if I see something that at least is 
original, I give it a lot of points, even if it's 
not executed very well. Another video I 
really like is Rick Springfield's "Bop Till 
You Drop." 

Mix: So much of the advertising world is 
mimicking the pacing and photographic 
techniques of music videos. 
Walz: That's typical of Madison Avenue. 
They wait to see what is happening and 
then they jump on it. 

Mix: It costs more money to make a 
30-second commercial than a four-
minute video. I think that could be the 
salvation for the director in a lot of ways. 
Those who want to make money on a 
more realistic schedule, go back into 
advertising with that kind of experience 
under their belt. Put together some 60's 
and 58-second pieces that really have 

that pizazz. And especially when the TV 
stereo really starts to happen because 
advertising people are going to want to 
exploit that as quickly as they can . . . 
Walz: It's a nice time to be doing this as a 
producer. It's still rocky and we're start-
ing a Music Video Producer's Associa-
tion to try to get some guidelines down, 
so it isn't such a circus every time you go 
after a job, it's ridiculous. But it's slowly 
turning into a real industry and once that 
happens, it will be a lot more pleasure-
able. We as producers can unify our ef-
forts. We talk and we get along and we 
are not just a bunch of separate islands 
trying to get the same job and we try to 
help each other, and that's healthy. 

Mix: Your procedure seems to be much 
more film-oriented, than video. 
Walz: Yes, I do it because, as I said, I 
have a terrific film editor, who could cer-
tainly do it on tape, but prefers to do it on 
film. I think the method of building a 
piece with film is a bit different. You get 
into a different pacing and mood . . . it's 
cheaper because you don't transfer all 
your dailies on one-inch. You transfer 
every scene you use in the video, so 
there's no dirt or anything. You send it to 
the negative cutter and he just takes that 
scene and puts it in order, then splices it 
all together, then just transfers the entire 
scene. We still have the flexibility of mov-
ing it around. You want the dissolve to 
last another half second, you've got the 
space to do it. Sc, I love the idea and also 
I can make a flat deal with my editor for X 
number of dollars, and on this video he'll 
work a day-and-a-half and sometimes he'll 
work four days on the thing. I'm using 
another little trick now—when I shoot in 
35 I get a 16 reduction print, a work-
print—so he works in his loft on his Steen-
beck and he works all hours whenever 
he feels like it. It's a little bit cheaper. You 
don't have to pay for printing 35, al-
though we always transfer to a 35 nega-
tive, and I'm out of my transfers in three 
hours, tops. I don't envy these people 
who transfer three hours worth of foot-
age. It's got to be real expensive; I don't 
care what good rates you've got. 

Mix: What kind of things would you like 
to do that you haven't already done? 
Walz: Well, I'd like to do features. I think 
everyone in the film business looks 
toward that one day. I don't do videos to 
do features, though. I really think that is 
the wrong approach to this business. But 
I do think that they can be a launching 
pad. I think that Hollywood, and certain-
ly Madison Avenue, is taking a look at us 
very carefully now. And I can do a low 
budget feature like nobody's business, 
because I'm so used to doing four min-
utes of feature film quality for $40,000. I 
think I'm in a good position to amaze 
them with how cheaply I could do a 
movie. 
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by Neal Weinstock 
Record producers, movie pro-

ducers, TV and video producers all have 
approximately one thing in common: 
that title, producer. Music video pro-
ducers are now growing into a hybrid 
job which brings together bits and pieces 
of what it's like to produce in these relat-
ed forms—and in:roduces new elements 
all its own, too. Just what that job turns in-
to is still largely up in the air. Where it 
lands will depend on the imaginations, 
abilities, and energies of those who are 
pioneering the role, and even more so 
on the shape of the technological frontier 
in which they find themselves. 

And where the producer's job 
comes down will tell, more clearly than 
any other sign, where the business of 
music video will be. And where the 
money will be. 

And art chases money. 
We all know pretty much what 

record producers do (except, of course, 
for the indefinable "somethings" that 
make for great producers). One with 
more than his share of the indefinable is 
Phil Ramone, who defines a common 
enough record producer's attitude to-
ward the new medium's effects on a new 
act: "The record can get washed in with 
the wrong video and the wrong televi-
sion appearances. It's just unfortunate. 
Sometimes the images that are thrown 
out for a person like that are too hard to 
live up to right away . . . I think to make a 
consummate artist, for all these new 
young people that I'm working with now, 
you have to spend the months, not rush 
the record out, and make sure about 
what their live appearances and their 
videos will be like. I have to be a much 
bigger participant than I used to be. I've 
always been involved with people's live 
shows, but now I realize that working 
with good directors and video produc-
tion is as much a part of the record as 
what I did originally." 

Being a "much bigger partici-

pant" involves work somewhat dissimilar 
from solely producing records. In video, 
the director functions analogously to a 
record producer in the audio studio— 
while the video producer, a) raises 
money, b) babysits over money and the 
production. 

Good babysitters, or "line" pro-
ducers, are sorely needed in film and 
video production, but they don't make 
all that much money, they don't control 
very much, and they don't risk very 
much. Money raisers are the most valu-
able—and feared—animals in the capi-
talist menagerie. What happens to music 
video will largely depend on what pro-
ducers are able to do to raise money. 

Why do investors give produc-
ers money? Usually, because they ex-
pect to make money by doing so. In the 
most typical situation for our new medi-
um thus far, record companies give pro-
ducers money because they expect to 
sell more of their product as a result of 
video publicity. This casts the music 
video producer in an analogous situation 
to a freelance film production house that 
makes commercials for ad agencies. This 
is not a bad business to be in (heaven 
knows, it pays more than music video), 
but it is really a very small industry. 
Commercial production houses have 
expanded into music video partly be-
cause they see the analogy, but also, 
hopefully, as an expansion. Pop music 
is worth a billion dollars a year in this 
country. Video is deciding the fate of 
pop. The canny capitalist producer does 
not merely want to serve another Madi-
son Avenue-like master. 

Some see little choice. Says 
Simon Field, the producer behind Lime-
light (and scores of videos), "Production 
companies will never really earn any 
money in royalties for music video from 
home video—or from much of anyplace 
else—because the record companies 
own the rights." 

Instead, Field sees music video 

producers becoming a new generation 
of record producers. "It's somewhat like 
filmmaking for advertising, but the sub-
ject happens to be records, that we're 
selling," says Field. "When music people 
make soundtracks for motion pictures, 
that's exactly the opposite thing. [mu-
sic video] production companies will be 
analogous to audio producers, eventual-
ly. We all recognize the direct correlation 
of a well-made film to the success of an al-
bum. The record companies will want to 
get back to that same recipe formula. 
Then the production companies who feel 
they have a hand in any record's success 
can make themselves an elite, with rela-
tion to supply." 

Working on contract to a label is 
one way—now the most dominant way— 
to produce music videos. It's not the only 
way. For example, Antony Payne of 
GASP! Productions says his company 
has, "never done a video for a record 
company's A&R department . . . What I 
do might just look very naive. If I want to 
work with someone, I'll just ring them up. 
People are very surprised when I say 
that; 'You're not supposed to be able to 
get through!' In fact, there are all these 
guys employed to make sure you don't 
get through . . . We've dealt with the per-
formers and their managers directly." 

Payne emerged from the ad biz 
into music video. He knows what it's like 
to contract commercials, and found it 
constricting. His idiosyncratic way of go-
ing beyond that points out a way for 
"mini-musical" (as he calls the form) 
makers to avoid becoming commercial 
makers for record labels. 

It comes back to that basic capi-
talist function of the producer: finding in-
vestors. Payne has found that, by and 
large, a good video is worth more to the 
artist than the label. Labels won't pay his 
director's (Bob Giraldi) high stakes 
salary nearly as readily as performers. Is 
this yet another case of rock stars cooling 
their burning egos by pissing money? 
Don't record labels make more profit off 
most records than the performers, and 
don't they have vast accounting depart-
ments to tell them how much a good 
video can be worth? 

In fact, labels certainly make 
higher profits off most individual albums 
than the performers do. (The notorious 
exceptions of the late '70s need no addi-
tional documentation.) But performers 
can easily make more on the video. 
Surveys are slowly proving that the 
video tie-in with record sales is nowhere 
near so one-to-one as radio play of the 
record. Videos function like TV commer-
cials that promote name recognition of a 
product for months, even years ahead. 
They do not merely promote one rec-
ord, they promote an act's career. And 
after a hit video and hit record, the aver-
age act is going to do whatever it possi-
bly can to renegotiate its record con-
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tract. If the act switches labels after a hit, 
the good the hit does for the original 
label is strictly limited. 

And so videos force the record 
industry to become even more like its 
Hollywood neighbor, the movies. The 
investors most interested in a video's suc-
cess are those with most interest in the 
act's career. For already established 
and/or wealthy acts, this is just fine. For 
other acts, raising the scratch for pro-
duction involves piecing together other 
interested profit-sharers. 

Besides the label, who might 
these interested parties be? 1) A feature 
film production. "Any medium, any 
form," says film critic James Monaco. 
"The choice whether a property first ap-
pears as novel or film, television show, 
play, or nonfiction magazine article de-
pends mainly on marketing strategies. 
One good reason media companies are 
merging into conglomerates is that it has 
become clear in the last ten or fifteen 
years that form is, in marketing terms, ar-
bitrary." Mu-vids can sell movies as easi-
ly as albums, as easily as themselves. 
Where would those two summer jungle 
adventures, Romancing the Stone and 
Against All Odds, have been without 
the videos? 

2) Tele-production. What is the 
meaning of MTV and others paying for 
mu-vid play if not as a sign of a different 
relationship between mu-vids and TV, as 
compared to 45s and radio? Mu-vids 
can be more like other TV program-
ming than like commercials. The spin-
off theory Monaco describes works just 
as well with TV as film, but TV thus far 
has problems with three minute pro-
gram lengths. The solution has already 
begun, and it goes by names like Friday 
Night Videos. 

Here we have producers pack-
aging videos into standard program 
lengths, and offering them cheaply to 
standard networks as well as ad hoc net-
works. Stations buy these assemblages 

because they're cheap, but they also buy 
them for ratings and revenue. Such pro-
grams differ in all sorts of ways from the 
musical "specials" featuring assorted 
pop stars that have never really flown on 
TV. For one, no one star is required to 
carry all the interest. For another, mu-
vid productions are bigger budgeted, 
more imaginative, better than the old 
style TV song-and-dance. But more im-
portant than anything else, the audience 
for pop music now watches television. 
Teenage rock fans have not historically 
watched much television, but now music 
video conditions them to do so. And they 
(we) are aging, becoming demographi-
cally similar to the middle agers of the 
'50s and '60s who used to watch so many 
musical variety shows on TV. 

In other words, it pays to sell mu-
sic video package programs to the tube. 

And, 3) it pays to sell to home 
video, of course. But who does it pay? 
Who can afford to put together all the 
rights? Record labels, certainly, and thus 
Simon Field's point of view. But techno-
logical shake-up such as we've been see-
ing in music video would seem to allow 
for a new sort of beast: the independent 
video label. 

Antony Payne sees GASP! as a 
possible beginning of such a label. "Yes, 
we've tended to work with established 
stars," he says. "But there would be tre-
mendous satisfaction in helping to bring 
along the right sort of talent. . " Stars 
could help pay the way for producing 
newer acts, and success for long form 
video (on air, cable and cassette) could 
strengthen producers even more. The 
proliferation of home video distributors 
and TV channels benefits producers 
most of all. It all may just add up to inde-
pendent producers being able to put to-
gether the same sort of one-shot pack-
ages of freelance talents that have be-
come the rule in the film industry. 

Are the present record labels 
going to roll over and play dead? From a 

creative standpoint, that may just be a 
very profitable thing to do. Again, an 
analogy to the movies. With many ex-
ceptions, a general rule about distribut-
ing films has slowly established itself 
since the death of the old studio system. 
In the long run, it is more profitable to be 
a powerful distributor than have any-
thing else to do with filmmaking, and less 
risky, too. Movies are made by people 
who combine artistic goals with a burn-
ing desire to strike it rich quick. Such 
people are inherently more willing to 
take risks than distributors, whose deci-
sion-makers are in a more comfortable 
line of work. Record labels have, in the 
past, combined the comfy distributor 
and risky entrepreneurial functions. But 
the position has been advanced (in a bar 
at the last AES Show, if you must know) 
that the record industry's depression of a 
few moons ago was all about just this re-
lationship. Comfy distributors do not 
make good entrepreneurs. 

Do good entrepreneurs (good 
at what they do, now, we're not talking 
morality) make good comfy distributors? 
Sure, and technological change tends to 
allow this to happen. This is probably 
precisely what is on Antony Payne's 
mind when he talks about a video label. 

For a producer to get real 
power involves a complete command of 
the marketing process, of anything hav-
ing to do with his product. If there are to 
be lunch boxes with your rock star's 
name on them, they'd better come out at 
the proper time vis a vis that authorized 
Life of and also vis a vis the 
movie, the TV show, the home video, 
etc. The only element in that marketing 
mix used to be the record, but that was a 
long time ago. Now the most important 
element is the video. You can bet the peo-
ple who control the most important ele-
ment are going to at least try to control 
the rest. The closer they get, the most in-
teresting will be this industry of music 
videos. 

-FROM PAGE 148, VIDEO NEWS 

the first three rows with a fire ex-
tinguisher, Joe relinquished the 
stage to the artist's panel. 

Ray Manzarek, former Doors 
keyboardist and current director of 
the long form video of Doors hits, 
spoke very practically about the biz 
but managed to slip in a healthy 
dose of poetic and artistic insights. 
'The technologies will change, but 
humans will continue to communi-
cate with humans," he understated 
(or could that be overstated?). 
Grace Slick, that irrepressibly hip 
mama and unpretentious wise-
cracker, answered all the flack 

about MTV being restrictive in its 
programming with "MTV is a fruit-
stand — you don't go in and ask for 
artichokes." Weird Al Yankovic 
mentioned that when he played 
Dallas shortly before his "Eat It" hit 
video, he had audiences of 20 or so 
hard core fans. So, for the time be-
ing, MTV is the big kid on the block 
— but the consensus seemed to be 
"We're tired of just making records. 
Videos are exciting, they're fun, 
they're frustrating and they're 
inevitable." 

The culmination of the seri-
ous days and the wild nights was the 

award ceremony for this year's "Bil-
lies," hosted by that fitting pioneer of 
the art form, Fee Waybill of the 
Tubes. Not bothering to worry 
about the big guns of this year's 
MTV televised ceremonies, Fee 
whisked us through a dizzily paced 
roundup of deserved recognition 
and slipped in a few awards of his 
own,like Best Excuses, such as: 
"What do you mean those bimbos 
won't take their clothes off!" and "If 
you don't hire my hairdresser, you 
don't get to do the video." 

Many thanks for a most edu-
cational event. 
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THE RECORDING INDUSTRY MAGAZNE 

._..Covers Sound 
Reinforcement 

A lmost 20 percent of Mix readers are 
involved in sound reinforcement, and Mix addresses their interests every 
month in our live sound section, Sound on Stage. Sound on Stage focuses on 
how the sound is handled for major tours and venues: the sound of Pavarotti at 
Madison Square Garden. . the sound systems of unique nightclubs, like the 
Palace in Hollywood and Park West in Chicago . . . the unique sound and 
staging required for the US Festival and the Democratic National Conven-
tion. Sound on Stage also previews new sound reinforcement products and 
reports news of the live sound industry. 

If you're in sound reinforcement, you're in the Mix! 

Catch it in the mix! 
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1983 May, Northeast Listings. Donald Fagen, 
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Recording. Showco. Frank Zappa. Mixing Con 

sole Forum, II. Papa John Creach. 
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Bee Gees' Studio 
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I 1983 October, Fall AES New Products. 

Video Production Supplement Women in 
Audio I... Jackson Interview 
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pressorsElamiters. Canadian Rcdg. Herbue Han-

cork Vocal Milano 

I I 1983 December, Tape to Disk. Stereo Master-

ing Recorders Audiooptes. Godley and 

Creme Stan Freberg 

I I 1983 January, Northwest Listings. Multi track I 

Analog lEipe lieu ardor, He,•orui Restoration 

NIP-hael Palm Narada Michael Walden 

1984 January, Northwest Listings. Reference 
Monitors Video Hardware/Software Huey 

Lewis Michael Sembello 

1984 February, Independent Engineers & li 

Producers. NAAM Show Ronnie Lane Key 

board Artists Forum Allan Holdsworth 

1984 March, Southeast Studios. Microphone IJ 

Special Report Religious Recording Oak Ridge 

Boys Sound in Australia 

1984 April, Video Production & Post-Pro- 11 

duction. Video Production Supplement. Time 

Code Special Jeff Baxter and Brian Setzer 

1984 May, Northeast Recording Studios. Stu f 

dio Computers NASA Sound Hobert Moog. 

Bully Joel and Jim Boyer Roger Nichols 

I 1 1984 June, Remote Recording & Sound Re- JI 

inforcement. George Benson's Studio Comput' 

er Muse- Pretenders' Chnssie Hynde 

I 1 1984 July, Southwest Studios, Recording 

Schools & Programs. C:assette Multitracks lobs 
in Recording King Crimson Booker T Jones 

1984 August, Studio Design Special. Danny 

Kootch- Kortchmar Computerized Music 

Sound for the Olympics 

1984 September, Southern California List-

ings. Film Sound -85" Digital Resource Guide 
Interactive Disks 

1984 October, Fall AES New Products. N.Y. 
Soundstages. Lindsey Buckingham Optical Disk 

Update. 

1984 November, North Central Studio List-

ings. Canadian Spotlight Jimmy Buffett. SMPTE 

Conference. Video Supplement 

1984 December, Tape to Disk Listings. Mas-

tering Engineers Forum Bell Labs Hal Blaine. 

1985 January, Northwest listings. Superbowl 
Sound Spnngsteen on Stage Ray Parker Jr. 

CHECK THE ISSUES YOU'RE INTERESTED IN. 

# of BACK ISSUES CHECKED ABOVE at $3.50 each 
($4.50 outside U.S.) 

CHECK ENCLOSED FOR TOTAL (U.S. Funds) 

NAME   

ADDRESS  

CITY   STATE ZIP 

MAIL TO: Mix Back Issues, 2608 Ninth Street, Berkeley, CA 94710. 
Make checks payable to Mix Publications; allow four weeks for 
delivery. 

MIX MAGAZINE is a year-round reference tool. Keep your issues pro-
tected, ordered, and readily accessible. 

Both handcrafted styles are bound in textured crimson leatherette, em-
bossed with the gold-leaf embossed MIX logo and gold transfer slips fop 
indexing volume and year. 

SATISFACTION GUARANTEED OR YOUR MONEY REFUNDED! 

LIBRARY FILES: 12 issues are organized for storage and 
slide out individually for use. 

BINDERS: 12 issues are bound for protection and open 
flat for easy reference. 

*MAIL TO: Jesse Jones Box Corp., P.O. Box 5120, Dept. MIX, 
Philadelphia, PA 19141. Make check payable to Jesse Jones Box 
Corp.; allow six weeks for delivery. 

(.),IntIty Please send mc 

LIBRARY FILES@ $6.95, 3 for $20.00, 
6 for $36.00 

BINDERS ID $8.50, 3 for $24.75, 
6 for $48.00 

CHECK ENCLOSED FOR TOTAL 
(U.S. Funds) 

NAME   

ADDRESS  

CITY   STATE ZIP 



Ma 
MIM 

WM 

W a WIMIM 

WII 

lb. IW a MU IW WIWI\ 
M MI/ IMMIM 

MM WM a MIM W IW 
IIMI a W.MM wMIMI ammIMIIII 
WI a WM/ IIMI !.-
WM a MOM MW WM •wwwWIW 

II! , I a WW Ma a WM 
WV IIW IBM 

118.1,  W W   MUM   

Navitar Hi-Beam 250 
D.O. Industries, of East Rochester, NY, has added the 

Hi-Beam 250 video projector system to its line of Navitar prod-
ucts. The Hi-Beam 250 is an industrial quality video projector 
that provides bright, clear pictures from either video tape, laser 
disk or RGB inputs. Screen sizes are adjustable between 3 feet 
and 12 feet. 

Standard features include dual focus, high resolution 
len..,cs, modular electronic components and easy set-up. The 
Hi-Beam is capable of ceiling or floor mounting, front or rear 
projection, and can be used with flat or curved screens. 

The Hi-Beam 250 is available in three models: Hi-
Beam 250A, base unit (with composite video and RGB inputs); 
Hi-Beam 250B, base unit with programmable ITL ( 12 different 
possible options are available); Hi-Beam 250C, all of above 
features, with multiple input (six options) switcher box. 
Circle # 117 on Reader Service Card 

Spectrum OX-24 Dimmer 
The OX-24, from Spectrum Design (Sr Development, of 

Allentown, PA, is a six channel, rack mount dimmer capable of 
2400 watt per channel operation. Like the company's popular 
OX-12 unit, the OX-24 utilizes a modular panel design so the 
user can tailor the unit to meet specific needs. 

The modular panels allow four different power output 
configurations and three circuit protection options. Two control 
connectors are provided for easy stacking, and the OX-24's ad-
justable control signal permits intersystem compatibility with 
most other manufacturers. The heatsink/triac assemblies are ex-
ternally replaceable to facilitate servicing. 
Circle # 118 on Reader Service Card 

Soundcraft Stereo On-Air Console 
Soundcraft Electronics, of Santa Monica, CA has intro-

duced the Stereo On-Air Console, for broadcast use. Uniquely 
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available in this new console is a built-in cartridge machine se 
quencer. The SAC 2000 also features remote activation of in 
put modules or cart sequences from separate studios or from 
remote broadcast sites via a special sub-audible tone unit. This 
allows spot or music pre-sets at the console and their activation 
from the field. 

This versatile, modular console, available in 10, 16 and 
24 input versions, offers premium quality technology and com-
ponentry at moderate prices. Standard features include: three 
stereo outputs plus mono sum, full metering, multiple input 
selection with logic-follow, four channel telephone mix-minus, 
multi-band equalization, delay control and universal machine 
control logic. 
Circle # 119 on Reader Service Card 

Opamp Audio Press Box 
The Model A-18/2ML audio press box from Opamp 

Labs of Los Angeles, CA, is a high quality, transformer-isolated, 
portable distribution system mounted in a Haliburton aluminum 
case. Two isolated microphone inputs (switchable to line level) 
with gain controls and VU meter are provided, as are 18 sepa-
rate op-amp and transformer isolated outputs, each having 
XLR, 1/4 -inch, RCA and 3.5mm jacks; mike/line switch; and 
ground floating (ground lifts are not required). Channel isola-
tion is rated at 70 dB, frequency response is 20 to 20k Hz, and 
the unit is priced at $1,975. 
Circle # 120 on Reader Service Card 

Tension Gauge for One-Inch VTRs 
Tentel, of Campbell, CA has introduced a new Tentel-

ometer® Model T2-H18-CBD tape tension gauge designed pri-
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manly for Sony BVH and Ampex VPR one-inch type "C" video 
recorders. The stainless steel measuring probes have been 
miniaturized to fit into the limited spaces on the newer type "C" 
machines and have ball bearing rollers for more accurate 
readings and to eliminate effects on the servo system. The scale 
is calibrated for 2-18 ounce (60-500gm) readings. The T2-H18-
CBD sells for $690 with the viscous damping option, fitting car-
rying case and instruction booklet. 
Circle # 121 on Reader Service Card 

Christie Programmable Charger 
Christie Electric of Torrance, CA has introduced the 

first fully-programmable battery charger/analyzer, dubbed 
CASP (Charger/Analyzer/Sequencer/Power supply). The unit 
has six ports which can accommodate six entirely different 
types of batteries. Each port can be independently programmed 
to any sequence of charges or discharges. The microcomputer 
controller compiles data during the sequence, analyzing the 
batteries' condition. 

An optional DC module adapts the CASP into a light-
weight, portable charger/analyzer; a printer module provides a 
hard copy of function and test results. CASP may also be used 
as a programmable power-supply rated from 0 to 50 volts. 
Circle # 122 on Reader Service Card 

JVC VHS Hi-Fi Duplicator 
With engineering and operation designed expressly 

for duplicating facilities, JVC's professional video communica-
tions division has developed the BR-700OUR, the only VHS re-
corder with test points for drum pulse, video RF, and Hi-Fi 
audio RF on the front panel so technicians can evaluate the 
deck's performance while still on line. 

The BR-700OUR was designed for continuous VHS 
Hi-Fi videotape duplication and features a rugged, direct-drive 
transport system and a front panel serial number and hour 
meter to quickly identify a machine and its operating hours. 

These innovations—test points, serial number and 
hour meter—are the direct result of suggestions from duplica-
tion experts. Other features are an oversized cassette door; 
large LED indicators for recording, video tracking and audio; a 
protective cover for controls; manual audio FM, both standard 
and Hi-Fi; video AGC on/off switch; tab out recording and 
plug-in circuit board construction. Extra touches on the BR-
700OUR include Dolby B noise reduction and a window for 
easy access to the tape path, especially practical for cleaning. 
Circle # 123 on Reader Service Card 

Sony Shielded Audio Monitors 
The SS-P520 audio monitors from Sony Professional 

Audio are the first major manufacturer speakers to feature inter-
nal shielding to prevent magnetic interference with television 
picture tubes. The new monitors allow mixing in a situation com-
parable to playback in the viewer's home, whereas conven-
tional speakers must usually be placed at least two feet from 
video monitors. 

The speakers incorporate a two-way design, with a fre-
quency response of 60 to 15k Hz and a power handling capa-
city of 80 watts. The compact 19-inch cabinets can be "book-
shelf-," console-, or rack-mounted. 
Circle # 124 on Reader Service Card 

Low-Cost Ikegami Plumbicon Camera 
The Ikegami low-cost, high-performance broadcast-

quality portable ENG/EFP color-TV camera designed for bud-
get-conscious professionals is pow available with Plumbicon® 
pickup tubes. The new ITC-730AP has increased video gain of 
+9/-1-18 dB for a maximum sensitivity of 4 footcandles with an 
f/1.4 lens, with a signal-to-noise ratio of better than 55 dB. Cen-
ter horizontal resolution exceeds 600 TV lines, with corners op-
timized by dynamic focus. Dynamic range has been expanded 
—without sacrificing resolution or S/N ratio in low-light image 
areas—by use of highlight compression circuitry. 

The camera employs 3/3-inch electrostatic-focus, mag-
netic-deflection Plumbicon® pickup tubes for reduced high-
light lag, 2H detail corrector, auto-white balance, and a 
viewfinder status indicator monitors battery, white balance, 
gain, VTR, genlock and filter position. The ITC-730AP has 
been designed for easy service and maintenance: camera tubes 
are readily accessible for replacement, and modular construc-
tion is employed throughout. A standard bayonet-type lens 
mount is used which permits lens interchangeability with 
Ikegami's ITC-350, ITC-730A, HL -79D and HL-95E cameras. 
The camera is priced at $9,860. 
Circle # 125 on Reader Service Card 

Comprehensive Video Lighting Catalog 
Comprehensive Video Supply Corporation of North-

vale, NJ, has introduced a new line of lighting gear described in 
their "Lighting Systems and Accessories Catalog." The catalog 
describes a variety of individual instruments, lighting kits and 
accessories such as filters, rigging and mounts. 

For a free copy of the catalog, contact your local 
authorized Comprehensive dealer or Comprehensive Video 
Supply Corporation at 148 Veterans Drive, Northvale, New 
Jersey 07647 or call 1-800-526-0242 (toll free); in New Jersey, 
call 201-767-7990. 

158 MIX VOL. 9, NO.2 



at-ASSIele0 CO).SSIFIED coxseeleo coxseeleo 

Business 
Opportunities 
Retiring: Small complete record man-
ufacturing plant for sale: label and 
jacket printing, pressing, matrix and 
mastering. Write to Mix Classified, 
PO Box 2526, Berkeley, CA 94703. 

Employment 
Offered 
WANT TO WORK IN NASHVILLE? 
Need experienced mastering engi-
neer, evenings and weekends, to 
handle brisk business in top-notch 
facility. Prefer someone with excel-
lent credits and current following. 
Send letter and resume including 
mastering credits and salary require-
ments: Mix Classified, P.O. Box 2526, 
Berkeley, CA 94703. 

DISK MASTERING ENGINEER 
Metro New York area disk mastering 
studio seeks top mastering engineer 
with following. The right individual 
can expect a substantial increase in 
salary. All members of our staff know 
about this ad. Reply in confidence to: 
Mix Classified, P.O. Box 2526, Berke-
ley, CA 94703. 

Employment 
Wanted 
Mechanical engineer seeking em-
ployment with a recording studio. 
Have background in acoustics, and 
electronics. Ken Kendall, At. 1, Hia-
wasee, GA 30546. Phone (404) 896-
2359. 

Equipment 
For Sale 
Looking for Eventide SP-2016 or 
H949? Space Station Banner RTA 
ADR Scanner. Need AKG, BGW, dbx, 
EN, Neumann, Orban, Sennheiser, 
Shure, Technics, UREI or White pro-
ducts? Call UAR for the best quote: 
(512) 690-8888, 8535 Fairhaven, San 
Antonio, TX 78229. 

Platesound Plate Reverb now availa-
ble. The finest built units using today's 
technology. Adjustable decay. 1/2 sec-
ond to 6 seconds. Frequency re-
sponse: 80-20,000. One year full 
guarantee. $995. Send or call for bro-
chure and specs. 1-(813) 996-4707. Call 
collect. PLATESOUND, P.O. Box 
1500, Land-O-Lakes, Florida 33539. 

Sam Ash Music Store Mail Order 
Service. Deal with the profession-
als. N.Y.C.'s largest inventory and 
best prices on musical instruments, 

sound and recording gear. 1-800-
645-3518. N.Y. State 1-800-632-
2322. 

LOW OVERHEAD MEANS 
LOWEST PRICES. We carry 
most major lines of pro audio Er 
recording equipment. Get 
your best price, then call 
me. 3M Tape and accessories 

at factory prices. 
S.C.M.S. 

East U.S. Toll free: 
(800) 438-6040 

West Et N.C.: 1704) 889-4509 

Rehable Musk 
The Finest in Profes-
sional Audio With 

Service to Back It Upl 
Crown, JBL, Tascam/TEAC, 
Yamaha, Biamp, Technics, Or-
ban, Gauss, Eventide, dbx, 
UREI, Neumann, AKG, Senn-
heiser, Beyer, Sony, Shure, 
Otan, MICMIX, MXR, RTS, 
Revox, Cetec-Vega, E-V, Omni-
Craft, Symetrix, Sescom, Ursa 
Major, Whirlwind, Audio-tech-
nice, Ramsa, Lexicon. 

(704)375-8662 
1001 S. Independence Blvd. 

Charlotte, N.C. 28202 

SYNTHESIZER BLOWOUT! 
Tired of impersonal service? You 
think you're getting your best 
deal? Try Starsound Audio for free! 
1-800-354-7252. Fluid synthesis 
spoken here. Most major lines in 
stock. Roger, Tom, Scott or Bill. 

NEW API PRODUCTS 
Modules— Equalizers— Parts 

Factory VVarranty! Immediate deliv-
ery at CLOSEOUT PRICES! For fur-
ther information call: 
RAATA AUDIO SYSTEMS, INC. 

1446 N. Cherokee Ave., 
Hollywood, California 90028 

1213) 469-9593 Telex 910-321-4465 

SIGMA SOUND STUDIOS 
GREAT EQUIPMENT BUYS: 
24,2 tr recorders, console automation, 
synchronizers, hi speed dupe equip 
plus lots of audio processing gear. 

Call or Write: 
212 N. 12th St., Phila., PA 19107 

1215) 561-3660 

NEUMANN MASTERING SYSTEM 
Including tape machine, SC68 head, 
VG66 Amplifiers Rack, level sets, HF 
limiters, Elliptical Equalizer and 
variable pitch and depth. Make of-
fer. Dolby. $8,500. Call Jim at (513) 

681-8402. 

THE AUDIO/VIDEO 
PROFESSIONALS 

FOR ANY 
PRODUCTIONS 

Shop for Pro Audio and Video 
from America's oldest, most ex-
perienced Professional— no mat-
ter where you live. Expert ad-
vice, in-depth parts and a wide 
selection of Otani, Soundcraft, 
EECO, UREI, Ursa Major, BTX, 
Fostex, Tascam, Hafler Pro, 
Sony, JVC, Perreaux, Allen and 
Heath, Symetrix, White Instru-
ment, Ampex, etc., and many 
more for Recording Studios and 
Audio/Video Post Production 
facilities. 

Harvey Electronics 
Pro Division 

25 West 45 Street 
New York, New York 10036 

(800) 223-2642 
(212) 921-5920 

GREAT PRICES 
EXCELLENT SERVICE ON 
NEW Er USED EQUIPMENT 
OTARI, SOUNDCRAFT, TRIDENT, 
APHEX, LEXICON, VALLEY PEO-
PLE, NEUMANN, TASCAM, SONY. 

E.A.R. PRO AUDIO 
(802) 267-0600 

API UPDATE 
If you own an API console, or want to 
own, sell, repair, or modify one, you 
NEED to talk to us. WOLFF ASSOCI-
ATES is an authorized dealer for all 
API products. We also correct in-
house problems such as ground-
ing/signal flow. New modules/parts. 
WOLFF ASSOCIATES, 1378 North-
gate Sq., Reston, VA 22090 (703) 

689-0448. 

STEPHENS 811-B PORTABLE 24TK 
RECORDERS. Matched pair 12), 3 
year old current production model. 

Very good condition w/ recent head 
re-lap and factory maint. Flight cases, 
blueprints, spares, inc. $22,500. each 
or $41,000/both. (212) 807-1100. 

STUDIO LIQUIDATORS LOWEST 
PRICES. Soundcraft 3B mixer 32x24 
w/patchbay $17,900; Auditronics 
mixer 26x24 w/patchbay $14,000; 
Tascam Model 15 mixer, 16x8 $4,500; 
Lexicon 224 digital reverb $4,500; 
Ampex ATR-1002 trk recorder $4,500; 
Tascam 85-16 recorder 16 trk on 1" w/ 
dbx $8,000; AKG BX-10 reverb $1,100; 
AKG BX-20 reverb $2,000; Phone 

(902) 423-0233. 

FOR SALE: Sound Workshop Series 
30 console, 36 mainframe 28 x 24 
with meter bridge, 384 point patch-
bay and producer's desk. Wiring har-
ness for 24 track, 2 track and out-

board gear included for immediate 
bookup. One year old, Excellent con-
dition—$16,000. Ursa Major 8x32 
digital reverb like new $3,600. Ober-
heim 4 voice polyphonic synthesizer 
$1,250. Jon Hornyak 1901) 278-8346. 

LIKE NEW: Ursa Space Station $1,000; 
Aphex II $2,000; Marshall Time Mod-
ulator $900. Call 1212) 226-4278. Ask 
for Robyn. 

NATIONS BEST BUYS ON 
USED MULTI-TRACK Et MASTERING 
DECK. Look what you just missed: 
Ampex MM-1100 24 trk $12,000! 16 
trk 3M $5,500! Available now — Am-
pex 4400-4 $2,200, 440-2 $1,200, 
Teac 80-8 ( mint) w/ VSO Et floor con-
sole $2,600, Ampex AG-300-8 $2,800, 
Ampex MM-1000 16 trk $6,500, 3M-
M56 $8,500, Soundcraft 762 24 trk 
$15,000. Call for updated list (812) 
332-7475. 

3M 16 Track Model 56 Excellent Con-
dition with Selectake, Remote and 
Martin Var/-speed. $10,500. 1205) 
595-8497. 

Harrison 4032C console. EMT 
140S tube stereo echo plate 
w/remote, Studer A-80 VU 4-trk, 
Studer A-80 VU 2-trk, Audicon 
26x8 board in 10' walnut console-
transformerless, AKG C-24 stereo 
tube mic, Stein 9' concert grand 
piano, BTX 4500 Synchronizer, 
BTX 4600 Synchronizer, Dolby 
M-16, UREI 815 time align 
monitors, Mastering Lab moni-
tors w/604 E's, 3M M79 2-trk, 3M 
M79 24-trk w/select take II, 3M 
M79 16-trk head assembly xlnt, 
Studer A-80 VU electronics, Mag-
natech 3 stripe 35MM film record-
ers, JVC 6600U 3/4" VCR, BTC 
code generator, 3M Sync genera-
tor, JVC 1/2 " VCR HR7650, TEAC 
Cl cassette, BE triple cart player 
5301B, Neumann M49 tube mic, 
Neumann U67 tube mic, White 
4001 1/3 octave, 3M 79 resolver, 
Magnatech counter 9D, Over 100 
more items. Best Offer. BRIAN 
(213) 461-3717. 

Amek 2500 console 36 input, 24 plus 
6 out, near mint condition; full para-

metric EQ continuously variable w/ 3 
dB detents; extra patch points; 6 aux 
sends and returns; automation ready; 
10 grouping busses; XLR snakes 
available. (213) 462-0000. 

HARRISON 2824 CONSOLE 
ALL MODS. INC. ALLISON VCA'S 
8 ADDITIONAL ECHO RETURNS 
EX. COND. PPM LED METERS 
504 PATCH POINTS $32,000 
CALL KURT (215) 642-2346. 
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TANGENT 3216: 18x16 in 24 frame. 
Patch bay, pedestal base, sub-master 
solo, and lots of mods. Excellent con-
dition. Extensive spares kit. Can send 
technician to assist installation. Price 
negotiable. Going automated. The 
Process Recording (919) 855-1941. 

2" Multi-track Recorder.16 Trk w/8trk 
heads, in gd. cond. Or 24 Trk mach'n 
w/16 Trk heads priced for immediate 
sale. Will consider good console- Re-
corder packages. Write to: I E R118-17 
97 Ave, Queens, NY 11419 (718) 849-
5725. 

NEVE 8078 FOR SALE 
40 channel, 24 group, 32T mon. Pro-
fessionally maintained in excellent 
condition. Great track record. AUS 
$120,000. Contact Martin Benge, Stu-
dios 301, Sydney Australia. Tel + 61 2 
217 7705, telex: AA24182 EMIREC. 

SYNCLAVIER MUSIC SYSTEM 
For Sale or Rent. Also Available. 
Quantec Room Simulators and 

Lexicon 224X Reverbs 
1 Otan i 7208 1" 8-track $4,900. 
1 B200 Lexicon Reverb $3,800. 

SONGBIRD STUDIOS 1404) 351-5955 
1715 DeFoor Ave. Atl., Ga. 30318 

VINTAGE MIKES 
Call Bill Bradley 
1312) 751-1216 

NEW, USED, DEMO 
EQUIPMENT IN STOCK 

TAPE MACHINES, CONSOLES, SIG-
NAL PROCESSING, MIKES, OTARI, 
SOUNDCRAFT, TRIDENT, LEX-
ICON, NEUMANN, TASCAM. EAR 
PRO AUDIO 1602) 267-0600. 

Highest-Tech lowest cost studio 
gear. Call Peakdesign for the best in 
every class. Eq. new: Engl. modlr. 
consoles, 4 EQ. 4 sends, 24x8x16 
$6,000 to 32/16/16 $9,500. Excel-
faders, sound features.. 24/8/16 w/full 
disk based automat $12,900. Latest 
Sony PCM digital 2 Trk mastering 
deck $1,500, Fostex B16 16 Trk 
$4,700, $5,700 w/autoloc. Also call 
for FX synths, SMPTE, Sync, custom 
computers, all the newest/import-
ed/hard to find gear. 1415) 524-7538, 
14151 492-8738. 

1 pair JBL 4435 $1,900; Cooper Time 
Cube $400, 24 input Dolby rack A 
type model M8XH $9,500, 2 Orban 
par EQ $300 each, 1 Eventide digital 
delay, model 1745A $1,000, 2 UREI 
1176, LN $300 each, 2 pair of LA3A 
$500, 1 BGW 750C power $600, 1 
BGW 210 power amp $200, 1 Crown 
D-60 power $125, 2 AKG 012E mikes 
$125 each, 2 Senn. MD44IU $200 
each, 36 API 940 auto faders. Ross 
18181 709-7678. 

3M 79 Series 24 track, 5 years old, re-
built transport, lots of spare parts, 
capstan and reel motor defeats. In-
cludes Audio Kinetics loc, and Dolby 
trigger harness excellent condition, 
$19,500 12151 423-7300. Ask for Mal 
or Mark. 

FOR SALE ( 1) Ampex MM 1200 24-
Track W/ Remote and VSO $19,500 

(1) Ampex 440-C $2995.00 (11 Syncon 
Series A 28x24 Console automated 
W/ (2) CPE Compu-Editors $22,500 
12) DBX 216 Noise Reduction 
(a3995.00 per Unit. 617-685-1832. 

NEOTEK SERIES Ill: 28x24 with 16 
busses, 6 echo returns custom "pre-
return" submaster fader, extra patch 
bay, producer's desk, leg set, patch 
cords, spare parts, exc. cond.; $25K. 
White 32-band EQ's $550 ea. E-V 
Sentry Ill's $600. 312- 864-4460. 

Instruction 
BE A RECORDING ENGINEER! 

New classes quarterly. 
INSTITUTE OF AUDIO/VIDEO 

ENGINEERING 
1831 Hyperion, Dept. E 
HOLLYWOOD, CA 90027 

(2131 666-3003 

LEARN FROM THE 
PROFESSIONALS 

ELECTRIC BASS 

By Carol Kaye: 
How to Play the Elec. Bass . . . $4.95 
Elec. Bass Lines #1   3.95 
Elec. Bass Lines #2  3.95 
Personally Yours   4.95 
Elec. Bass Cassette Course 35.00 
Elec. Bass Lines #3  3.95 
Elec. Bass Lines #4  4.95 
Elec. Bass Lines #5  3.95 
Elec. Bass Lines #6  3.95 
How to Play Elec. 
Bass Chords   4.95 

and: 
Easy Elec. Bass (Carroll/ 
Kaye)  
Jazz Improvisation - Bass Clef 
(Most)   5.95 

GUITAR 

Joe Pass Guitar Style  6.95 
J. Pass Guitar Style 
Cassette   9.00 
Jazz Guitar Solos ( Pass)   4.95 
J. Pass Guitar Chords   3.95 
J. Pass Chord Solos  4.95 
Jazz Duets ( Pass/Ellis)   5.50 
Jazz Duets Cassette   7.95 
Laurindo Almeida Guitar ..   6.00 
Foreign postage: $2.00 1st book, $ 1.00 ea. addi-

tional. $ 1.50 for cassette. $8.50 C.K. Bass Cas-
sette Course 513.50 to Australia, N.Z. Et Asia. 

Sorry, no CODs. Colorado add 6% tax. 

Good store discounts. 

GWYN PUBLISHING CO. 

5555 D.T.C. Parkway, Suite 1017 
Englewood, Colorado 80111 

(303)699-7928 

GOOD MUSIC MAKES 

A HAPPY WORLD 

Free Catalog 

4.95 

"Start Your Own Music School" 
with a complete "how-to" text 
containing over 70 tested forms. 
Business of Education: 

Three-ring binder with print ready 
forms $60. Soft cover edition $15. 
Send check or money order to 
NAMM, 5140 Avenida Encinas, 

Carlsbad, CA 92008. 

INSTRUCTORS-AUDIO TECHNOL-
OGY, VIDEO TECHNOLOGY, ELEC-
TRONICS. Full-time and part-time 
faculty openings to teach basic and 

advanced technology at leading 
proprietary technical institute. In-
dustry experience and/or teaching 
experience required. Professional, 
satisfying atmosphere. Dynamic 
Greenwich Village location. Send 
resume and salary history to Philip 
Stein, Director, INSTITUTE OF 
AUDIO RESEARCH, 64 University 
Place, New York, NY 10003. 

Maintenance 
Services Et 
Repair 

AMPEX 
Parts - Tape - Recorders 

Northwestern Inc. 
1-800-547-2252 

CASSETTE DUPLICATOR REPAIR 
Metacom Inc. specializes in repair, 
update and modification of high-
speed tape duplicators. Offering 15 
years experience with Telex, Wollen-
sak, Pentagon, Recordex, and others. 
We know duplicators! METACOM 
INC. 1401-B W River Rd, N. Minnea-
polis, MN 55411, (612) 588-2781. 

STUDIO SERVICES 
Affordable electronic repairs for 
video and audio studios. Steve Kadar 
Audio Engineering Services 1415) 
6414343. 

Record Et Tape 
Services 
Et Supplies   

AUDIO CRAFT CO. 
Audio Cassette Duplication 

Real Time 
Demo Cassettes Improved 
Fr. Res. 20 to 20k Hz + 2 
"Satisfaction Guaranteed" 
WHILE-U-WAIT SERVICE 

AVAILABLE 
2701 E. Sunrise Blvd. 

Ft. Lauderdale, FL 33304 
(3051 563-0553 

Toll free: 1-800-432-0405 ( FL.) 

BLANK AUDIO 
Et VIDEO CASSETTES 

20TH ANNIVERSARY 
CHEAPEST PRICES IN TOWN 

• Audio cassettes • Video cassettes 
• Mastering tapes • 8 tracks 
Don't delay- call today!! 
"for more information" 

Andol Audio Products, Inc. 
4212 14th Avenue 
Brooklyn, NY 11219 

Call Toll Free (800) 221-6578 
N.Y. Res. (212) 435-7322 

REAL-TIME 
Cassette Duplication C45 as low as 
98 .. 4-color printing, foil labels, shrink 
wrap. Send for complete price list Er 
services inc. bulk price on AGFA Et 
chrome tape. CAT, 3005 W. Glendale 
Ave., Phx, AZ 85021 16021246-4976 

RECORD PRESSING 
Midwest's newest Et finest record 
plant specializing in custom pressing. 
7", 9", 10", 12", colored vinyl, picture 

disks, custom packaging, premium 
work, competitive prices, fast turn-
around. For more info: Contact Lenny 
Eames, Precision Record Labs Ltd., 
521 W. 26th, Chicago, IL 60616, (3121 
225-9117. 

FACTORY DIRECT 
PRICES ON 3M TAPE. 

We can save you money. 
We ship from stock. 

Small quantity orders O.K. 
STUDIOWORKS 

1800) 438-5921 

PROFESSIONAL RECORDING 
SUPPLIES 

We are a major distributor of 
Ampex, Agfa Et 3M bulk Et reel 
master tape from 3/4 " to 2". We 
also stock empty reels, boxes, 
video cassettes, Norelco boxes Et 
other recording supplies. We 
manufacture custom length bulk 
cassettes using top quality tapes. 
Cassette duplication service 
available. Please call or write for 
our FREE catalog. 

Advance Recording 
Products 

7190 Clairmont Mesa Blvd., 
San Diego, CA 92111 

In Calif.: 1800) 858-1061 
CA Phone No: (6191 277-2540 
Outside Calif.: 1800) 854-1061 

BASF Et AGFA chrome & normal bias 
cassettes. Also AGFA master tape in 
case quantities at dealer cost. Send 
foi wholesale price list. 
WORLD CLASS TAPE 

Box 7611 Ann Arbor, MI 48107 
1313) 662-0669 

AUDIO DISC MASTERING 
Midwest's newest Neumann transfer 
system is now open for your highly 
specialized needs. Call or write for de-
tails. Precision Disk Works, 932 W. 
38th Place, Chicago, IL 60609, (312) 
225-9117. 

REAL-TIME CASSETTE 
DUPLICATION from analog 
or digital masters, we are the 
finest, most elaborate facility in 
the world. Complete packaging, 
price competitive. Call MIRROR 
IMAGE (3031 751-2268. 

AUDIOPHILE CASSETTE 
DUPLICATION 

from 
DIGITAL or ANALOG MASTERS 

including 
PCM, dbx 700, and Nagramaster 
1/2 trk or Y4 trk Stereo/Mono 

Finest Chrome or Normal Bias 
Cassettes. Call today! 

ORPHARION 
RECORDINGS 
P.O. Box 91209 

Long Beach, CA 90809-1209 
1213) 438-4271 

CASSETTE DUPLICATION 
Real time and high speed, excellent 
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quality. Competitive rates. Call for 

information: (212) 473-1203, WK 
Studio, 611 Broadway, Suite 531, 
New York, NY 10012. 

DISC MASTERING - Cut from 
your tapes at low cost - Plating, 
Pressing, Labels Et Jackets - LPs, 
EPs Et 45s. Write for free informa-
tion: 
THE CUTTING EDGE 

Department M 
Box 217, Ferndale, NY 12734 

(914) 292-5965. 

Studios 
For Sale 
House With Recording 
Studio for sale West LA Area - 
Canyon view setting near Malibu 
beaches. Architect designed red-
wood with decks, hot tub, tile, 3 
bedroom, 220 sq. foot control 
room, 280 sq. foot studio with air 
cond. Et elec. per Westlake Audio 
specs. $279,000. Call Bernie 1213) 
455-3635. 

Excellent opportunity in Dallas. Es-
tablished 24 track studio, fully equip-
ped (MCI JH 24, Neumann U-87, 5'8" 
Knape grand, etc.), currently in oper-
ation. Building low rent. 1214) 239-
8128. 

24 Track Recording Studio for Sale. 
Located in Studio City, CA. Call 
Steve at (213) 850-1653 - $275,000. 

Miscellaneous 

Need a Hit? 
The Song Brokers 

3262 Central 
Alameda, CA 94501 

(415) 523-9876 

MIX CLASSIFIEDS WORK! 

HOW TO PLACE A MIX CLASSIFIED 
Please type or print in CAPITAL LETTERS and lower case where you want the same to appear in your classified ad. There are 
8 lines to the inch and approx. 24 CAPITAL letters per line or 30 lower case letters. $60 per inch - 1" minimum. Additional 
lines $10 per line. Bold type $ 10 per line. Black border or gray screen $10 extra. Logos or display advertising up to 4" will be 
charged at $75/inch. Multiple insertion rates at 10% discount. Payment by check, money order or charge 
must accompany ad. DEADLINE is the 10th of the month, 11/2  months prior to publication. 

Categories Available (check one) 
Employment Wanted Equipment Rentals 

Equipment For Sale Rehearsal Space 
Li Business Opportunities Instruction 

Name  

Address 

Phone  

L Recording Services Employment Offered 

LI Equipment Wanted Record Et Tape Supplies 

D Maintenance Services L Miscellaneous 

  IF PAYING BY. VISA L MASTERCARD L 

  Card #  Exp. Date 

  Signature  

Mail to: Mix Classified, 2608 Ninth Street, Berkeley, California 94710 

USED RECORDING EQUIPMENT FOR SALE 

CONSOLES 
Harrison 3232 B/C Automated Updated 
VCA $34,000 
MCI 636 281/0 modules 14 Parametrics 
Automated  $33,000 
Neve 8058 MK 2 28 Inputs 4 Echo Ret. 
8 Aux Send 8 Aux Ret $76,000 
Trident TSM 40 Inputs 6 Years Old . . .  $60,000 
Helios 28 Inputs 3 Band Sweep EQ 4 Echo 
Ret 24 Monitors 1977 Straight Console $18,000 
Trident A Range 28 Inputs 24 Group 
48 Monitors  $80,000 
Aengus Wired for 16x8x16 Has 8x8x8 In Place 
2 Phono Inputs With MAP EQ  $2,750 

With API 550 EQ  $3,800 
Neve 1977 Fully Discrete Custom 
52 Input/24 Groups 32 Monitors 
With 4 Band EQ Mint Condition 
THE ULTIMATE CONSOLE. . CALL FOR PRICE 
API 2488 With 16 550 A E0/8 550 EQ 
24 Input 4 Echo Ret 24 Monitor Excellent Shape 
 CALL FOR PRICE 
Neve 36x16x24 3 Band EQ 12 years old $60,000 
MCI 556C Fully Loaded Automated 
  (delivered) $80,000 
Helios 16x8x16 Older Type $6,000 
MCI 542 With 281/0 Modules  $58,000 
Quad Eight Ventura  $19,500 
API 20 Input 8 Groups 16 Monitor 
550 EQ $13,500 
Trident Series 80 6 Years Old 
32x24x24 $30,000 
Trident Series 80 B As New  $36,000 
Neotek 16x16 Series 3  $14,000 
Electrodyne 24 Input  $4,500 
Harrison 4032 C Automation Ready 
3 Years Old $72,000 
Trident B Range 30 Inputs 16 Groups 
16 Monitors  $16,000 

TAPE RECORDERS 
ATR 124 With Remote All Updates . . . . $42,500 
Studer A800  CALL FOR PRICE 
MCI 16 Trk JH 114 With AD 
4 Years Old  $14,000 
Otan i MTR 90 MK 1 24 Trk With Auto 
Locator  $21,000 
Otan i MTR 90 MK 2 24 Trk With Auto 
Locator  $28,000 
Studer A80 8 Trk  $8,000 
Studer A80 24 Trk  $26,000 
MCI JH110  $3,250 
3M M64 2 Trk  $1,200 
3M M64 4 Trk  $1,700 
3M M79 24 Trk With Auto Locate 2 . . . $ 16,000 
3M M79 24 Trk With XP 14 
Auto Locator  $16,500 
Lyrec MK 1 24 Trk 5 Years Old 
4,000 Hrs Use $20,000 

OUTBOARD GEAR 
Lexicon 224 XL As New $9,600 
EMT 251  $15,000 
EMT 250  $16,000 
EMT140  CALL FOR OPTIONS 
Eventide H910 Harmonizer $1,000 
Eventide 1745 M  $1,000 
EXR 3  $800 
AMS DDL 1.6/0.4 Seconds 
2 Pitch Change $6,600 
Dynamite Stereo  $475 
Scamp Modules and Racks. . CALL FOR PRICE 
Neve 1064 Input Modules Mic/Line Inputs 
3 Band EQ 24 Available  (each) $600 
Pultec Lang API UREI and Fairchild Equipment 
is Available  CALL FOR CURRENT LIST 
Fostex Professional Products Are Available 
Headphones Microphones Etc. 
PYE Limiters  $300 

Decca Stereo Tube Limiter  $600 
Marshall Time Modulator  $600 
DeltaLab DL-1  $275 
ITI Parametric EQ's (per channel) $250 
Mastering Lab Crossover As Is . . . . ( pair) $200 
Dolby M16 Rack With 8 Channels  $5,000 
EMT Amplifiers ( plate reverb) Convert your 
Mono 140 to Stereo for Cheap CALL FOR PRICE 
BGW Crossover  $300 
Melcore EQ's  $100 

MISCELLANEOUS 
UREI 815 Monitors  $2,600 
Altec 604 Speakers With Crossover (each)$300 
Modules for MCI 428 A Console/Valley People 
Trans Amp All 5534's Beige . . . . (each) $1,000 
Spectrosonics101 Cards  (each) $10 

MICROPHONES 
All Neumann and AKG Tube Type Micro-
phones are available as complete working sys-
tems • Schoeps, Sony, RCA, Electro-Voice, 
Sennheiser and other mikes are also available . 
 CALL FOR CURRENT LIST 

WANTED 
ANYTHING BY PULTEC, LANG, UREI, McIN-
TOSH, ITI, SONTEC, TUBE FAIRCHILD LIMI-
TERS, OLD MIKES OR PARTS, MARANTZ 
MODEL 2 OR 9, JBL 2231 SPEAKERS. WE BUY 
SELL AND TRADE. 

Dan Alexander Audio 
Box 9830 

Berkeley, CA 94709 

415/527-1411 
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"ON TRACK" I/O 
recording consoles 
24 charmer @ $475 a month 

PULSAR LABORATORIES, INC. NOW AVAILABLE A MONTHLY 
LEASING PROGRAM 

*100% Tax Write Off 
*Investment Tax Credit 

*100% Financing 
*No Collateral Required 
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32 channel @ $600 a month 

SERIES 80 front consoles 
32x8 e $250 a month 
24x8 $215 a month 

M8 monitor consoles 
32x8 qr. $250 a month 
32x16 e $515 a month 

*Call for additional pricing and information 216-784-8022* 
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CEINETE9 

To make t to, the 

top, you need the 

right connections. F) So connect with 
Passport MIDI soft-

ware and gel n access 

' to the most powerful 

MIDI necondinç studios 

available. Azoess to 
either four Dr eight 

channels with, dr_im, 

tape and MIDI syn-

1  ; chronizatior. Access 

to advanced ed ting 

wie auto co,rect, 

punch in. DL Ich out, 

fast towand. rewind 

and more. Access to a 

complete recprdina, edit-

ing and printing system. 

MIDI/4 plus & MID1/B 

Performa,ce softvva -e 

from the peopee ieho set 

the standard. Passport has 

been bringing people. com-

puters and music -:ocether 

for over four years. When 
companies like Yamaha Inter-

national, Korg/Ur icord, Seiko 

and Hal Leonard choc-se the 

Passport industry standard 

MIDI Inte-face you know 

we're we connected. 

MIDI/4 plus and MMUS, two 

more fine progranns trom the 

Passport Library of Music 

Software. Ava.lable or 

Apple Ile and Commodore 

64 computers. 

Passport prod ..icts a-e 

available at fire music 

stores everywhere. 

For the one mealiest you 

call (415) 726-026C. 

Passport 

625 Miramontes. 

Half Moon Bay, CA 94019 
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%pole Ile is a trademark of Apple Computer. Inc. 
Zommodore 64 Is a trademark of Commodore Buss-miss Machones 
'seaport. MIDI/4 plus and MI01/8 are trademarks of %asp°, Desogns. Inc. 



Soundcraft Quality 
Rt a nterp tht.)q. KirrhieSS 

he Soundcraft 2400 is now the 
greatest value for money available in 
the world of mixing consoles. It 
comes automation ready, with 
24 inputs, 24 track monitoring, and 
direct, independent assign to all 
24 tape tracks. You get 40 channels 
in mixdown, and Penny and Giles 
faders on everything. 

Transformerless design 
Precision detented potentiometers 
4 band semi-parametric EQ 
SIP and SFE modes 
A & B muting busses 
Six auxiliary sends 

You also get 344 points of 
patchfield—which is about the 
number of 2400 consoles installed 
worldwide. This makes the 
Soundcraft 2400 one of the most 
desired consoles in the world. Only 
Soundcraft appropriate technology 
can bring you all this at a price level 
established by less ambitious designs. 
Under $25,000. The Soundcraft 
2400, 24/16/24. 

Soundcraft deceonics 
1517 20th Street, Santa Monica, CA 90404 
(213) 453-4591 Telex: 664-923 

ty 
In New York Metropolitan Area: 
Soundcraft Electronics, New York 
1841 Broadway 4511, New Yods NY 10023 
(212) 315-0877 


