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Worth Its Wait In Gold.

For Harrison For Harrison Innovation

Relzabzhty Introducing Harrison’s TV-3,
Sure, Harrison has waited to enter PRO-7 and TV-4, the broadcast
the U.S. broadcast market. When consoles you've been waiting for:
you're a stickler for precise engi-

neering and a Yprfectionist when it TV-3 For large scale TV audio,
comes to quality performance —

remote production, studio pro-
duction, post-production and
sweetening ® Adapts to wide

you’ve got to take your time to get
it right. Get it just right for you.

No Compromises range of tasks ® Available in a va-
It can be tough getting the right con- riety of configurations for cus-
sole to match your specifications. tomization ® Plus many options.

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
8 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

Now Available
AIR-7 For on-air
stereo radio

bring you long-lasting, clean per- broadcasting,
formance and reliability. PRO-7 De- combining
Harrison Puts You In Good signed for com- . S‘;]phlls“yc‘"?d h
Company prehensive use in ec Ilw ogy wit
Organizations like Swiss Broadcast- broadcast, live sound, simple operation.
ing and Belgian Radio and Televi- motion picture teleproduc-
sion have believed in the superior tion @ Two major configura- o ) )

uality of Harrison Stereo Broadcast tions @ Simple to operate ® Cost-effective ® Independent mix deci
Audio Consoles for years and have sion capability @ Long-term performance achieved through thick-
chosen Harrison for multiple broad- film laser-trimmed resistor networks ® Plus many options.
cast installations. Swedish Televi- ) i
sion has selected 8 TV-3 consoles TV-4 For medium scale on-air
and has committed to several more. prodycnon, remote PrOdUCtlpn,
This year’s Winter Olympics in Yu- studio production, sweetening

oslavia received the main audio feed and post-production 8 Three

rom a TV-3. major, simplified configura-
At Last tions m Easy to install @ High-

speed, low noise, low distor-
tion amplifiers allow for best
possible electronic perform-
ance ® Plus many options.

At Harrison, we take the time to lis-

ten to your needs. We design our

consoles with the flexibility to tit your

operation. And although our stand-

ards may be high for our consoles — Harrison's newe V'SI Fader Section, which

our prices are very, very reasonable. allows for simultancous interface with anto

We think vou’ll find its been worth mation and vudeo editor _s'wt!clwr is avail

8 y0 e,e o able for TV 4 and PRO 7 consoles.

the wait — in golden, Harrison-true

performance. Call us for a demon-

stration and see for yourself. . A
or write Harrison Systems,

I —— Inc., P.O. Box 22964,

See us at NAB Radio Booth 214 Nashville, TN 37202;

TV Booth 1324 (615) 834-1184, Telex 555133.
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The first course is already
on the table for Mr.
Bonzai's “Lunching,” and
this time his quest is
Harry Bryant, one of the
main iigures involved with
Radio Recorders, for
years one of the top
sudios in Los Angeles.
The interview takes us
fram the '30s to the ‘80s.
Page 33.

In our Sound on Stage
column, writer Mike
Stande takes a look at
A-1 Audio’s sound
system for Barry
Manilow’s huge world
tour, which has taken the
singer from venues as
varied as the Superdome
in New Orleans to Radio
City Music Hall in New
York. Mike's nuts-and- |
bolts report begins on -,
page 18.

For the past three years,
Annie Lennox and Dave
Stewart, better known as
the Eurythmics, have
been topping the charts
with one synthesizer-
driven hit after another
and a series of imagina-
tive videos. lain Blair
interviews Annie and
Dave on page 168.

. The listings in this issue

focus on video produc-
tion and post-produc-
tion facilities across the
country. In addition, we
offer a number of video-
related features. See the
special contents page for
our Video Supplement
on page 53.




Mark HI-8 2" 8 Channel Recorder

KEVIN CRONIN ON MAKING IT: ON AN OTARI.

Recording Artist-Writer Kevin Cronin
has been laying his ideas down on an
Otari since 1978 Many of the REO Speed-
wagon cuts are produced the way Kevin
likes to work.

"'There's nothing harder than bringing
an idea up to the band. By recording my
musical ideas, working-out some of the
things | hear in my head. the apprehen-
sion of presenting a new song is gone
Anyone who works with other musicians
knows about this kind of ‘musical frustra-
tion factor.”

1983 Otart Cord

“It's important to get your ideas
down when they're happening and not
lose your focus on the creative energy.
And this happens best when the equip-
ment doesn't get in your way.

“‘With the OTARI 8-track, everything
is right at your fingertips. The autolocator
is amazing!  and. with the remote it

speeds up the whole recording process.
I can be a musician and my time spent
being an engineer is kept to a minimum.
Otari reduces the distraction.

"Keep writing Keep recording. Keep

making demos. Even when you're turned
down, keep trying. Someone will hear you
and respond.”’

Kevin has put his trust in OTARI
technology. You can too.

Otari Corporation

2 Davis Drive

Belmont, California 94002

(415) 592-8311 Telex: 910-376-4890
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Dear Mix:

Many so-called music industry
and recording schools have sprung up
over the past 8 to 10 years and millions of
dollars are being spent by parents and
students to attend these schools. The
market is ripe for opportunists and it is
being well supported. Here is an idea ‘or
ar article which “should” be written. Call
the article "Hamburger Stand Educa-
ticn” and write it about those multi loca-
tion franchise schools who give educa-
tion in the entertainment industry a bad
name. One particular school actually
sells franchises to studios containing 8
track set-ups or better. Instructors are
not even qualified! The best schools con-
centrate on education quality, not vol-
ume of students processed in a year. In
short, "buy hamburgers from franchises
not education.” What do [ tell a mother
who s just about to spend a lifetime’s sav-
ings on a son or daughter’s education?
Maybe that all schools are not the same?
Just "most of them?” How about it, let's
shed a little light on the matter.

[ have included a suggestion
sheet which we provide to our inquiring
students to enable them to research the
available schools. This information might
help with your article on "Hamburger
Stand Education.” Please feel free to
quote me. [ believe your research will
turn up a few “very good” schools, de-
served of an article and I would very
much like to see the efforts of #hose
schools rewarded through a little attention.

CHECKING AROUND?

LET US OFFER YOU

SOME SUGGESTIONS:

1) Ensure the school is properly regis-
tered. For Canadian schools, this would
be with the B.C. Ministry of Labour un-
der the apprenticeship and training de-
velopment act.

Other registrations to check into would

A) Revenue Canada--are tuitions tax
deductible?

B) Canada Student Loans—is the school
eligible?

C) Student Services—For Canada Stu-
dent Loans via individual provinces—is
the school registered for both?

D) Affiliated industry organizations—ac-
tive organizations, not just organizations
formed for promotional reasons of the
members.

2) STUDENT RECORDS

A) How are they maintained and for how
long?

B) Are transcripts issued?

C) What are grades based on? and how
are your courses tested?

D) Is counseling available for any discre-
pancies or other problems in this area?

3) COURSE CONTENT

A) Are lesson by lesson breakdowns
available for your scrutiny?

B) How large are the classes? Obviously,
in terms of learning equipment use (or
practicum, practical, lab time, or hands-
on as it is sometimes referred to) the
smaller the class the better, particularly
in more advanced sections of the course.
Some schools actually pack 14 to 20 stu-
dents in an audio control room and ex-
pect a student to have adequate time to
learn to operate “one” consoleand “one”
tape machine. You be the judge, ask the
school the following questions:

1) How many students in practical
classes?

2) How many total hours of practical “in
studie” experience will you get?

3) W:ll you have the opportunity to work
on the school's equipment individually,
without an instructor?

4) Will you have the opportunity to bring
in your own act for recording sessions,
video's etc. or are they always assigned
to you?

5) What does the school do for you after
your program is over? Can you con-
tinue to use school facilities? What provi-
sions are made for this?

4) STUDENT CARDS

Arestudent cards issued so students may
takeadvantage of "student discounts” of-
fered by various merchants in the
schools area?

5) SCHOOL PROFILE
[s the school active in the local and for-
eign industry or are they just part of the
“school” business?
Note: Names are easy to drop. Beware
of the name dropper; being “active”
does not necessarily mean the ability to
remember the most glamorous names.
Most industry personnel at any level of
success do not necessarily like to be put
in a position of endorsing schools. They
are more likely to have respect for a
—PAGE V149
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URRENT

Report on
Industrial
Competition

A Special Report on the Protec-
tion of Intellectual Property Rights has
been released by the President’s Com-
mission on Industrial Competitiveness.
The report recognizes that the continued
international competitiveness of creative
American industries, such as the record-
ing industry, depends heavily on the
protection of intellectual property rights
at home and abroad. It calls for new U.S.
strategies to strengthen intellectual pro-
perty rights, such as copyrights, patents
and trademarks.

Stanley M. Gortikov, president
of the Recording Industry Association of
America (RIAA) hailed the work of the
President's Commission in recognizing
that the mushrooming growth of piracy
and counterfeiting threatens dynarmic
sectors of the U.S. economy:

“Piracy and counterfeiting
threaten many of this nation’s most unique
and creative sectors. American record
companies create a substantial portion of
the music that is listened to and enjoyed
in other nations around the world. But
American companies are frequently de-
nied revenues for their creative works in
many of these international markets be-
cause American recordings are being
manufactured and sold by pirates and
counterteiters, for their own profit, and
without the payment of any compensa-
tion to the American artists and compa-
nies who created the recordings they ex-
ploit. In many nations, they do this with
the tacit approval of their governments.
Around the world, sales of counterfeit
and pirated recordings have displaced
some $1 billion in sales.

“The President's Commission
has taken an important first step in com-
batting this growing threat, by develop-
ing specific proposals for action by the
United States government to protect the
trade competitiveness of America's
creative industries. But much more

needs to be done to secure adequate
copyright protection in foreign countries
for American artists and companies.”

More information on this topic
can be obtained by contacting RIAA,
888 Seventh Avenue, 9th floor, New
York, NY 10106.

NAB Promotes
Multi-Channel Sound

The future of multi-channel
sound for television looms as a hot topic
as the National Association of Broadcast-
ers, with a membership of over 4,500
radio and 770 television stations, pre-
pares for its annual convention April 14-
17 at the Las Vegas Convention Center.

Representatives from a number of companies that
manage, present, stage, merchandize and house
touring live entertainment acts have formed the
Touring Entertainment Industry Association
(TEIA) “to raise the public consciousness regard-
ing the responsibility and professionalism of the in-
dustry.” They can be contacted at 1022 Currie
Street, Fort Worth, TX 76107; (800) 433-5569 . . .
Wil Sharpe has taken on the duties of president
and chief executive officer at Showco, which has
also moved to expanded headquarters at 201 Re-
gal Row, Dallas, TX 75247 DeltaLab has
been purchased by Analog & Digital Systems,
Inc., of Wilmington, MA . . . Steve Krampf has
been named vice president, sales and marketing of
Otari Corporation. . . . Bradley J. Naples has
been appointed to the position of president and
chief operating officer at New England Digital
... . BASF Systems Corp. hasappointed Robert
McKinley video product manager . . . . Nakami-
chi U.S.A. has established a professional audio
products division, with Jett Logan asmanager

Peter Wellikoff has been appointed vice president
of Tandberg’s consumer and professional audio
products divisions . .Dolby Laboratories has
named Kevin G. Dauphinee as vice president,
sales and marketing, and Robert M. Schein to
vice president, motion picture division. . . . Mark
B. Nevejans has been promoted to national sales
manager for the magnetic tape division of Agfa-
Gevaert, Inc. . . . . Barbara Fairhurst has been
named president of Sequential, formerly Se-
guential Circuits, Inc. .. .Monitor Video Pro-

notes

In the wake of the Federal Com-
munications Commission’s study to de-
termine the feasibility of a "must carry”
status, which would require cable sys-
temns to include multi-channel sound as it
becomes available on television stations
in their area, NAB president, Edward O.
Fritts, hasstated that "N AB is pleased that
a majority of the FCC Commissioners
recognize that multi-channel sound is a
part of the basic signal and is required to
be delivered by cable systems. We are
also pleased that the commission has
decided to leave the docket in this pro-
ceeding open, and that interested parties
will be afforded an opportunity to com-
ment on the FCC's stalf reports.”

ductions, Inc. has announced the merger of its
facilities with those of Television Matrix, in Miami
Beach, Florida . . . .Dr. William O. Mehuron has
joined Ampex Corp. as corporate vice president
of engineering. . . . Comprehensive Video Sup-
ply Corp. has relocated its West Coast office to
2082 Michelson Drive, Suite 200, Irvine, CA
92715. . Andy Overton has formed Video
Support Services, a new rental company featur-
ing %" editing systems and decks; video cameras;
projection systems; industrial ¥2” gear; and PAL/
SECAM equipment. The firm is located at 34732
Cahuenga Blvd. West, Los Angeles, CA 90068.
Call (213)851-8866 or (818) 842-4488 for more in-
formation. . . .Highlights of the recent SPARS
board of directors meeting at Tres Virgos Stu-
dios, in San Rafael, CA, included an intensive ses-
sion on the future of digital, a trip to the Otari data
computer disk drive facility, in Sunnyvale, CA for
a seminar on Winchester disk drive technology,
and an evening party thrown by Otfari and their
Northern California dealer, Sound Genesis. . . .
Carl Van Ryswyk, formerly the vice president of
engineering, has purchased White instruments
from the White family Sonic Landscapes/
Architectural Acoustics has changed its name to
RLS Acoustics and relocated to the Townsend
Street Design Center, 650 Fifth St., Suite 301, San
Francisco 94107, 415/541-0818 Kevin Wall
and Jo Manuel have formed Radio Vision Inter-
national, at 8833 Sunset, Los Angeles 30069 to
distribute and license long-form video music pro-
gramming
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DOLBY’
NOISE REDUCTION
FOR THE 1980’S

SP multi-track unit

360 single-track units
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CN 221B for
Sony BVH
1000/1100

CN 226 for
Ampex
VPR-2

CN 234 for
Sony BVH 2000

Dolby noise reduction is keeping pace with today’s demand for
high-quality sound — everywhere. With the introduction of such
products as plug-in modules for VTRs and the SP multi-track
unit, it is easier than ever before to protect all your irreplaceable
audio tracks from hiss, hum, and print-through. From broad-
casting to music recording, from video sweetening to motion
picture dubbing, Dolby A-type NR reliably continues to fulfill
its original promise: effective noise reduction combined with
complete signal integrity:

Dolby Laboratories Inc., 731 Sunsome 8t.. San Francisco, CA 941¥ L]
Telephone 415-392-C300. Telex 3 :409. 346Clapham Road Lordon S1\2,
Telephone 01-720-1111, Telex Q140 ». "Do'by” ard the double D symknl y
are trademarks ot Dolby Laborataries Licensing Corp. $83/5050
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SOU EST

At Studio Southwest in Sunnyvale, TX Ray
Wylie Hubbard was in recording his next album
produced by Andy Salmon, bass player for Chris-
topher Cross and now a respected producer. Also
at Studio Southwest, a Texas blues compilation al-
bum was recorded with such greats as Johnny
Winter, Jimmy Vaughn of The Fabulous Thun-
derbirds, Van Wilks, Mike Clark, Bobby Chit-
wood, Mike Gage, Bugs Henderson & the Strat-
oblasters and Wallace, who plays guitar for the
Stratoblasters ~ Pantheon Recording Studios
in Paradise Valley, AZ has had a host of local artists
recording at the facility recently: Pyramyd, Dan-
ny Love Cruz, Arthur Faulk, Euphony, Sacred
Axe, and others. In addition, Pantheon finished
doing the audio transfers for Glen Campbell’s
first music video . . Kemper Crabb, vocalist and
songwriter for Radiohalo, was at Rivendell Re-
corders in Pasadena, TX with the group's quitarist
David Marshall and producer Brian Tankersley
completing their latest project

SOUTHERN CALIFORNIA

The Complex Studios in West L.A. had The Jack-
sons in to mix their single, "Wait,” at The Studios.
The project was engineered by Greg Ladanyi,
who also mixed Don Henley's last single at the faci-
lity. Danny Kortchmar co-produced. Kortchmar
also added his expertise when David Lindley
tracked and mixed his latest solo album in The Stu-
dios. The project was produced and engineered
by Ladanyi and Tom Knox with Murray Dvorkin
as second engineer  Larrabee Sound's pro-
ducer John “Jellybean” Benitez and engineer
Michael Hutchinson mixed dance versions of
singles by Donna Summer on Geffen Records,
and Kenny Loggins, Barbra Streisand, and San-
tana all on CBS Records. Sabrina Buchanek
assisled At Ground Control Studios in Santa
Monica CBS International artist Nina Hagen was
in cutting three tracks for her latest album. Adam
Kidron was producer/engineer. -MCA artist
Melissa Manchester was in at Sunset Sound in
Hollywood doing vocal overdubs with producer
Trevor Veitch for her upcoming LP. Don Murray
engineered. Also, Arista’'s Air Supply was in
tracking with producer Bob Ezrin and engineer
Brian Christian. Bill Jackson assisted . There's
been plenty of activity at the Village Recorder in
L.A., including: Tom Petty & the Heartbreakers
working with producers Jimmy lovine and Shelly
Yakus and engineer Don Smith on the group's
long-awaited new album; Rick Springfield track-
ing with producer/engineer Bill Drescher; and
New Edition mixing a single with producer
Michael Sembello and engineer Elliot Scheiner

8

The most notable activity at Lion Share in LA,
of course was the Quincy Jones-produced all-star
Ethiopian famine relief single, "We are the World,”
co-written by Lionel Richie, Michael Jackson and
Stevie Wonder. Tracking, overdubs and mixing
were done using two Mitsubishi X-800 32 track
digital recorders. The engineers were Humberto
Gatica and John Guess with assistance from
Larry Fergusson and Khalig Glover. Also at Lion
Share, Michael Omartian produced new tracks
forJames Ingram on Qwest Records. John Guess
engineered with Larry Fergusson assisting At
Group IV Recording in Hollywood, Steve
Lawrence mixed the final cut for his new album
with wife Eydie Gorme, Thru The Years. Engi-
neering was Dennis Sands, assisted by Andy
D'Addario, for Stage Il productions. = - At Crys-
tal Studios in Hollywood was TV's "Benson,”
Robert Guillaume recording tracks for his forth-
coming album, featuring players such as Nathan
White, Ndugu Chancler, Charles Fearing and
Michael Boddicker

NORTHWEST

Pacitic Mobile Recorders in Carmichael, CA
completed live tracks for the Edwin Hawkins
Workshop Seminar in Monterey; also tracks for a
live album for comedian Danny Marona, at the
MGM Grand/Reno. Jim Hibbard engineered
both sessions. Hut-Hut, headed by Michael
Kohl, just finished a three-song project at Banquet
Sound Studios in Santa Rosa, CA with staft engi-
neer Denis Hulett. Also, Trafalgar cut tracks for
a new LP produced & engineered by Warren
Dennis = At Studio C in S.F., Luther Greene
has been mixing Rachel Lyons’ Men Who Abuse
documentary (Debbie Hotfman, Greg Chapnick,
editors), Phil Tippett's Prehistoric Beasts, Ocean
Quest, and a number of other projects. At
Montage Recording Studio, Newark, CA pro-
jects included an EP for Bay Rum with Will
Mullins engineering and Louise Singleton assist-
ing. Billy J. Walsh was in completing his latest
album with David Hartzheim and Randy Spend-
love engineering =~ At Triad Studios in Red-
mond, WA an LP project was completed for Phil-
lip and Pam Boulding of Magical Strings;
Michael O’'Domhnaill, producer, Tom Hall,
engineer . . Recording Etc. of Palo Alto hasbeen
overflowing with slide show soundtrack produc-
tions for groups like Ross Stores, Triad Systems
and Rolm

NORTH CENTRAL

Creative Communications recently opened the
first automated 24 track facility in South Dakota.

Newly remodeled Renaissance Studio (Studio A),
now boasts a moditied live end-dead end control
room featuring a Sound Workshop Series 34 con-
sole with ARMS automation, an MCI JH24 24
track machine with Autolocator I, and a host of
outboard gear. For more info, call (605) 334-6832

At the Sound Suite Recording Studios, form-
er Motown producing great Henry Cosby has re-
cently finished producing several songs for the De-
troit-based group Chazz. Engineering and mixing
was handled by Steve "Dr. Ching” King; Frank
“"Cornbread” Corn, Jr. was the assistant engineer

The Haircut Dudes, engineered by Gary
Cobb, recently completed two singles recorded at
AR.S. recording studio in Alsip, IL  Recently
recording at Paragon Recording Studios was
Ben Sidran for his series for National Public Radio,
Sidran On Record. Also at Paragon, Paul Petrai-
tis and Paragon's engineer, George Warner,
wrote, co-produced and recorded a new title
theme for the television re-release of The Prisoner,
the '60s cult classic

NORTHEAST

After their recent success with the single “"Rox-
anne, Roxanne,” UTFO was back at Sound
Heights Recording Studios in Brooklyn where
the single was recorded, laying down the tracks for
their first album. Questar Welsh was at the board
with Full Force once again in the producers’
chairs.  Omega Recording Studios (Kensing-
ton, MD) had engineer/studio manager Bill Brady
mixing spots for ATT Communications featuring
David Clayton Thomas = At Sigma Sound, Phi-
ladelphia, sessions for the O'Jays' new album on
Philadelphia International Records were pro-
duced by Bunny Sigler and Reggie Griffin.
Engineering was by Shameek, assisted by Barry
Craig and Scott MacMinn. Also, mixing sessions
for Jessica Williams were recently completed.
The producer was Billy Terrel for Mastered Re-
cords. The engineer was Gene Leone, assisted by
Scott MacMinn and Glen McKee  Master-
mind Recording of NYC has been working with
choreographer Alvin Ailey, mixing music by
Charlie Parker together with original music com-
posed and arranged by Coleridge Taylor (Perk)
Perkinson for the premier of Ailey’s new ballet, "To
Bird with Love.” It was engineered by Ed Rice .

Producer Greg Carmichael cut sides at Reel
Platinum Studios in Lodi, NJ for the new Wish
album on Personal Records. Greg also made a
12-inch for the legendary Ben E. King called
"Love ltch.” Bob Allecca engineered both pro-
jects. . At Power Play, Long Island City, NY,
Davey DMX finished his new single release "The
DMX will Rock” for Tuff City Records. Davey also
mixed the new Jekyl & Hyde release called
"Transtormation” for Profile Records; Davey DMX

MIXVOL.9,NO. 4




THE
TRUTH
ABOUT

World

DIGITAL

AUDIO
STATIONARY
HEAD RECORDING

After delivering over 100/ Mitsubishi X-80 Digital Audio
Stationary Head recorders all over the world (over 50 in
North America) the Mitsubishi Format is the digital standard.

Will the newcomers to the Digital Audio Stationary Head
recorder field be compatible with The Mitsubishi Format? No
one knows. They haven't delivered even one recorder yet.

With the finest audio production facilities already recording
on Mitsubishi, shouldn't your studio be compatible with
the standard format?

Call or write for the truth about Digital Audio Stationary
Head recording systems.

THE X-80
by MITSUBISHI

~~. DIGITAL ENTERTAINMENT CORPORATION
/\ A SUBSIDIARY OF MITSUBISHI ELECTRIC SALES AMERICA, INC.
Headquarters: 87 Sand Pit Road, Danbury, Connecticut 06810, Tel: (203} 743-0000, Telex: 703547
® New York City: Suite 1530, 555'W. 57th Street, New York, NY 10019, Tel: (203} 743-0000
® Nashville: 2200 Hillsboro Road, Nashwille, TN 37212, Tel: (615} 298-6613 @ Los Angeles: 8255
Beverly Bivd., Hollywood, CA 90048, Tel: {213) 658-6881  Canada (GERR). 363 Adelaide Street
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producer, Julian Herzfeld engineer . . . At Ever-
green in NYC the Slickaphonics recorded their
new album for the European label Teldec. Rob
Stevens was behind the board, assisted by Bob
Kirschner . GBH Productions’ Unit 4 spent a
few days recording and broadcasting the Club 47
Reunion Festival at Symphony Hall, Boston. The
three-day event, commemorating the 25th an-
niversary of the legendary Cambridge Folk Club,
reunited such famous alumni as Tom Rush, Geoff
& Maria Muldaur, Joan Baez, Mimi Farina,
Richie Havens, Jonathan Edwards, Peter
Rowanand many others . . Jerry Goodman (pre-
viously of the Mahavishnu Orchestra) recorded his
new LP at Secret Sound Studio in Manhattan.
Goodman produced with Marty Rubinstein. It
was recorded and mixed entirely on the Mitsubishi
3‘2 track X-800 digital recorder and Mitsubishi
X-80 digital recorder. Scott Noll and Warren
Bruleigh were the engineers. . . Recent happen-
ings at Quadrasonic Sound Systems in NYC in-
cluded producer Mark Kamins in the studio lay-
ing down new tracks for his group Urban Blight.
They worked on their first 1 2-inchfor Sire Records
called "This Life's a Dream.” The sessions were
engineered by Paul Smichael. Also at Quadra-
sonic, Afrika Bambaataa, featuring Shango,
finished up three new 12-inch disks for Tommy
Boy Records. Gavin Christopher produced; Eric
Calvey engineered . . At The Outlook, Maine's
only 24 track studio, activity included the record-
ing of an LP The First Winds of Autumn for Paul
Winter Consort vocalist and guitarist Jim Scott,
engineered by Ben Chandler. . . Northeastern
Digital Recording of Shrewsbury, MA did anun-
usual session for the MIT Experimental Music Stu-
dio. Various piano passages played by composer
William Albright were digitally recorded and fed
into the MIT computer for further digital signal pro-
cessing. Albright was working on a piece for live
piano and computer . . . At Systems Two in Brook-
lyn, Mark Geringer and Edward Weiner cut
tracks for Brazen Boy's new LP on Emeny Rec-
ords, with Joe Marciano engineering and Paul
Jay assisting. . . At Planet Sound Studios in New
York, Thelonius Monk III and Eric Mercury have
been producing themselves for Manhattan Rec-
ords with Craig Bishop engineering and Andy
Heermans assisting. Also, Bobby Chouinard and
Alan St. John of the Billy Squier band produced
Scarlet Rivera with Rick Kerr engineering and
Randy Lowman assisting . . Producers Nick
Martinelli, Mike Forte, Donald Robinson, and
Bobby Eli worked with Philly World Records’ art-
ist Joanna Gardner on her debut album on that
label. Remo Leomporra was at the controls, along
with Al Albertini being assisted by Steve Pala
and Richard Welter . David Lahm finished
mixing two jazz LPswith Bernard Fox engineering
and Barry Rogers producing at NYC's Big Apple
Studio

SOUTHEAST

At Cheshire Sound Studios in Atlanta, Prince
was in producing three sides for the upcoming
Sheila E. project for Warner Brothers. Dave
Tickle engineering. Also, Peabo Bryson was in
laying tracks for his upcoming project for Elektra/
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Asylum. Peabo produced in conjunction with Arif
Mardin and Tommy LaPuma. Tom Race engi-
neered. . . At Lamon Sound Studios in Char-
lotte, NC, Carlton Moody & The Moody Bros.
finished production of their album for CDT Pro-
ductions and Lamon Records. David Moody engi-
neered the project. . . At Criteria Recording
Studios in Miami, Bob Seger was in cutting tracks
for a new album. Punch Andrews and Seger pro-
duced the date with David Cole engineering. Bob
Castle and Dave Axelbaum assisted. The L.A -
based rock group Candy was at Criteria record-
ing their first album for Polygram Records. Jimmy
Ienner produced, with Rod O'Brien at the board
and Stan Lambert assisting . At Morrisound
Recording in Tampa, Florida, guitarist Rick Moon
has begun a new project with Outlaws drummer
Dave Dix and bassist Max Padilla helping out on
rhythm tracks. Jim Morris is engineering the ses-
sions. . Songster Robbin Thompson has been
recording a new album at Alpha Audio in Rich-
mond, VA. In addition to his own songs, Robbin is
recording a previously unrecorded tune written
by Bruce Springsteen entitled "Guilty.” The Boss
agreed to let Robbin record the song after a recent
performance in Greensboro, NC where Robbin
and Gary "U.S.” Bonds joined Springsteen on
stage singing back-up vocals on several numbers.
The project is being engineered by Joe Horner,
assisted by Kim Person . . . Love Tractor was in
Atlanta's Songbird Studio doing a final mix on
their latest album with Danny Beard producing

At Music Mill in Nashville producer Harold
Shedd finished up tracks on a new album with
Lane Brody being engineered by Jim Cotton and
Joe Scaife; and John Anderson completed his
new album with Lou Bradley and George Clinton
engineering with Jim Ed Norman and Lou
Bradley producing

STUDIO NEWS

The first Solid State Logic console in Texas has
been installed in Dallas at the recently expanded
teleproduction facilities of the Word of Faith Tele-
vision Ministries. Under the direction of President
Robert Tilton, Word of Faith utilizes its own satellite
facilities to distribute closed-circuit programming
to over 1200 churches in the United States

Also, Russell Whitaker's Dallas Sound Lab has in-
stalled an SSL SL 6000 E Series Stereo Video Sys-
tem in Studio A at their facilities in the Dallas Com-
munications Complex at Las Colinas . . Systems
Two in Brookiyn has installed a new Studer A80
MKIII and a new Studer A8IO as well as complet-
ing their new editing and real time duplication faci-
lity . John Hill Music of NYC has expanded
their headquarters with the addition of a Sound
Workshop Console, Auto-Tech 16 track recorder
and much more. . .Advance Recording Pro-
ducts of San Diego, CA have added the complete
lines of Ampex and 3M reel-to-reel digital record-
ing tapes to their selection of tapes, cassettes,
boxes and supplies. . Colorist Larry Seigal has
joined Movielab Video, Inc. With over ten years
of professional experience in color correction and
film-to-tape transfer, Seigal, formerly with JSL, has
worked with such clients as Volvo, New England
Telephone, Kodak, ITT and ABC's American

Sportsman . . VPS Studios in Hollywood have
acquired four Hitachi SK970 studio cameras and
two Hitachi SK97 EFP cameras for use at its tele-
production studio. . . Amber Sound of Toronto
has acquired the first-ever digital multitrack
machine for a Canadian facility—a Mitsubishi
X-800 32 channel digital recorder. The package
also included Mitsubishi X-80 digital 2 channel
channel master recorder . Dallas recording en-
gineer, Ron S. Lagerlof, has announced his
resignation from the Otis Conner Companies and
Studio. Ron is leaving to pursue his freelance
career as an independent engineer and to actively
manage his studio installation and accessory com-
pany, Recording Systems Ltd., which he formed in
1982 Streeterville Studios in Chicago has
embarked on a major expansion of their audio-for-
video post-production capabilities. The remix
room at the popular five-studio complex in down-
town Chicago re-opened in late February sporting
a new SSL SL 6000 E Series Stereo Video System
Reel Sound Studios, Inc. made its February
‘85 debut to the Southeastern media industry.
Audio and video talents from major facilities in
New York unite in Miami to offer multi-track audio
for video services. Featuring Tascam multi-track
recorder/reproducers, dbx noise reduction, Car-
vin console, Hafler DH-500s, Aphex Aural Excit-
ers, Roland Digital Delays, dbx 160x compressors
as well as an extensive selection of musical in-
struments including the LinnDrum, Reel Sound is
currently gearing up for multitrack/SMPTE in-
terlock for film and video scoring and sound
sweetening with remote capabilities. Contact Reel
Sound Studios at 12555 Biscayne Blvd., Suite
405, N. Miami, FL 33181 or call (305) 759-7877
for information and rates. Don Van Gorden
has joined Executive Recording in NYC as disk
mastering engineer . Soundcraft Electronics,
Inc. of Santa Monica, CA announced the installa-
tion of a new TS 24 - 32 x 24 mixing console into
Sounds Unreel Studios of Memphis, TN. The stu-
dio, owned and operated by Jon Hornyak and Don
Smith began operation in mid April of 1984. It is
the first new 24 track room built in Memphis in
over four years. . . Recent equipment upgrades at
Skyline Studios in New York City include a 56 in-
put Solid State Logic SL4000E console mainframe
with 40 channels and total recall automation, plusa
rack of Neve equalizers and compressors. Other
acquisitions include the addition of the Synclavier
Il digital music system with the new touch sensitive
keyboard. . A/T Scharff Rentals has opened its
new office in Nashville, TN and has added a Sony
3324 24 track Digital Recorder to its rental inven-
tory . Detroit's newest name in video production
is Grace & Wild Studios, Inc., having recently
purchased the former CBS/Fox Video studio pro-
duction facilities in Farmington Hills, MI. Their
facilities offer a tull range of video services includ-
ing: stage production facilities; 1" post-production
edit salons; film-to-tape transfers; remote produc-
tion featuring an advanced remote vehicle by Wolf
Coach; and the Quantel/Mirage, one of a few
special effects systems of its kind in the United
States. For more information, contact the firm at
23689 Industrial Park Drive, Farmington Hills, Ml
48024, (313) 4716010  Cantrax Recorders
inL.A. recently purchased a Studer A810 and also
completely remodeled its control room
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Create space

The DN780—-Reverberator/ Processor

Klark-Teknix’s ongoing investment in
research leaps inic the age of variable space
with the new DN780:
Its Very Large Scale Integration techrology
and a superfast Digital Signal Processor (DSP)
allow the world's first practical application of
specifically developed algorithms, creating
“added density” 1 reverberation: reflections
with much smaller intervals between them.

reverberation simulator.

The result is simply — greater realism.

From natural concert hall reverberation
through remarkable small room and plate
sounds to an impressive “infinite space’
effects programme, the DN780 w1ll uncannily
place you in the musical environment of
vour choice.

KLARK TEIMIH

British designed, British made
Trusted throughout the World
Circle #005 on Reader Service Card

Manufactared by Klark-Teknik Research Limited
Coppice Trading Es=a ¢, Kidderminster DY 11 7H,
England. Telephone: (03628741515 Telea: 33982 °

Klark-leknik Electronics Inc.
262a kastern Parkway, Farmingc ale,
NY 11735, USA.

Omnimedia € orporation Limited
9653 Cote de Liesse/Dorval, Quebee H9P 1A3,
Tele phun( (516] 249-3660 Cenada. Telephone: 1513) 636 9971
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by David Knight

What do John Leader, Ca-
sey Kasem, M.G. Kelley, and Robert
W. Morgan all have in common?
They're all competitors fighting for
our ears in the battle of syndicated
weekly music countdowns—those time-
ly reports we hear each weekend on
our favorite radio stations, that not
only inform us of chart action of popu-
lar songs, but also enlighten us with
fascinating trivia about today’s music
superstars. One of the newest and
most successtul members to the ranks
of these weekly programs, is The Rick
Dees Weekly Top 40.

The name Rick Dees may
not ring a bell, but no doubt you’'ve
seen or heard the man's work before.
Rick is the crazy morning disk jockey
at KIIS-FM, the number one radio sta-
tion in Los Angeles. He's also the new
host for television's Solid Gold show,
and the culprit behind the 1976 plati-
num single "'Disco Duck.”” Other ac-
tivities? He has a traveling comedy
show, a new motion picture contract
with Paramount Pictures, and has
just released his comedy album Put it
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Where the Moon Don't Shine.
Putting together a count-
down is quite different from other re-
cording studio projects—it has to be
done every single week. Sortof an ac-
celerated album project every seven
days. The Weekly Top 40 has many
hours of preparation behind each
four-hour show. "I figure 160 man
hours go into each weekly show,”

. SAay

main workhorse behind the show.

At the beginning of a week,
Cutler begins working with the writer
and a few assistants on material for
the following week's show. It's their
job to research and compile articles
that can be used in the show. Then all
the information is filed under catego-
ries and programmed into a comput-
er bank for instant retrieval at a
later date.

Usually by Tuesday Cutler
will receive his list from Radio and
Records magazine of the songs that
will appear in the next week’s Top 40.
Once the list is received, the singles
are gathered, along with two other
records—a "‘Sure Shot"’ and a "'Snip-
pet.” The Sure Shot is a record picked
subjectively by Cutler, that's expect-
ed to have significant chart action
and eventually land in the Top 40.

Rick Dees hosting *'Solid Gold."

The Snippet record is a popular song
that's played for only a second or two
on each week's countdown. Listeners
are encouraged to write in with their
guess of the artist and title of the song.
Each week, a winner drawn from the
pile of letters receives a special prize
for correctly identitying the Snippet.
Atfter Cutler programs the
sequences of the show, the script can

on the master voice re e nol
room during tracking.

be written. The writer, Louise Palan-
ker, writes out dialogue for Dees to
use between songs. She employs
comedy, musical facts, or even local
Hollywood gossip to provide enter-
taining groundwork for Rick to
build on.

The tracking session on
Wednesday is one of the most inter-
esting procedures in the creation of
the show. Rather than recording at
any of the many local recording stu-
dios, Dees uses the production stu-
dios of KIIS-FM. There, Dees has over
800 comedy drop-ins on prerecord-
ed broadcast cartridges which he
uses daily on his morning show, and
also sneaks onto his countdown pro-
gram. Anything from hysterical laugh-
ter to wild animal noises can be found
in Rick's vast collection.

Perhaps the main reason for
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Focus On Excellence

Introducing the MR-1 Discrete Head Professional Cassette Deck—
From Nakamichi—the company that created the cassette revolution!
The MR-1—a professional deck with front and rear
balanced inputs, unbalanced inputs, balanced and unbalanced outputs,
linear-scale peak-reading meters, independent
Tape and EQ selection, Dolby-B and -C NR, provision for external NR,
remote control, EIA rack mount and more!

The MR-1—with an Asymmetrical Duat-Capstan Direct-Drive Transport with
less than 0.027% flutter, an exclusive pressure-pad lifter that eliminates
scrape flutter and modulation noise, and a Motor-Driven-Cam aperating
system that ensures gentle tape handling, automatic slack takeup,
and long-term reliability.

The MR-1—uwith the legendary Nakamichi Discrete 3-Head recording system

for 20—20,000 Hz + 3 dB response, absolute azimuth accuracy,
and incredible headroom.
The MR-1 Discrete Head Professional Cassette Deck—
From Nakamichi—the company whose profession is recording!

r.Nakamichi

Nakamichi U.S.A. Corporation 19701 South Vermont Ave ., Torrance. CA 90502 {213) 538-8150
‘Dalby NR manutactured under license from Dolby Laboratones Licensing Corporation
The word "DOLBY" is a trademark of Dolby Laboratories Lizensing Corporation
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recording at KIIS is that Rick feels
comiortable there, sspecially when
sitting behind his old RCA broadcast
console. The RCA is the only console
that Dees will work on. That's only fair
considering that he runs most of his
comedy bits himself during the track-

Rick’'s RCA console at the KIIS Pro-
duction Studio. Notice the recessed
buttons in the counter top for remote
starts of cartridge decks.

ing of the show.

Two production studios are
used for tracking ot the countdown.
One assumes the role of a control
room, while the otherserves more asa
studio. Both rooms are outfitted sim-
ilarly, except that Don Elliot, the
show's engineer, prefers his 12 chan-
nel Auditronics mixer to the old RCA
in Rick’s room. A pair of MCI JH1 10
two track recorders sit in each room,
as well as an old Studer A700 two
track in Elliot's room. Crown power
amps and Electro-Voice Sentry 5
speakers are used for monitoring
purpcses.

Elliot uses one MCI and the
Studer for various prerecorded com-
edy bits or interviews that will be used
in the show. These fragments are as-
sembled betorehand, and leadered
in the sequence that they will be
needed. There's no cue system in El-
liot's room, so he must cue all bits vi-
sually off the leader.

The other MCl is used as the
recording deck. All of Rick's vocals
are recorded on the right channel,
and all of the comedy effects are re-
corded on the left. Even though
there's no multitrack machine used,
this gives Elliot the flexibility of inde-
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pendent EQ and balance between
the tracks. The tape is played back in
mono when it's combined with the
music in the assembly stage.

In Dees’ studio, on either
side of the RCA console, sit three ITC
broadcast cartridge decks. These six

decks play the sound effects and
crazy cone liners used on the show.
Each etfect has been recorded on its
own cartridge. Like all broadcast
cartridges, these cue up automatical-
ly, and are extremely fast starting—
a definite plus to be when you're
working with Dees.

The mikes that Elliot uses for
Dees’ show are Sennheiser MD421s.
Elliot feels that with Rick running so
much of his own equipment, a con-
denser would pick up too much room
noise, especially when Dees is work-
ing around the mike a bit. "He likesto
work it close and yet still have arange
of motion. The 421 seems to {ill the
bill,”" Elliot says.

Although Elliot has a tull ar-
ray of outboard gear available, he
usually records Rick flat. Occasional-
ly Rick's voice will change from week
to week, in which case a little EQ
helps remedy the problem. A Syme-
trix 522 compressor/limiter is used
on the two mikes (one for Rick, the
other for guests). 'The toughest part
of recording the show is watching the
levels and balances when Julie [Rick’s
comedienne wife] comes in live to do
a bit with Rick,” says Elliot, *'A lot of
unexpected things happen, so'll use
the Symetrix in as close to a limit posi-
tion as I can, to catch her peaks.
There might be a whisperfollowed by
a scream, It's very unpredictable.”

Unpredictable is a good
word todescribe the actual recording
session, once under way. Elliot mans

the control room and runs the main
recording deck and two playback
decks. Ten feet to hisleft, in the studio,
Rick is reading a script, playing
sound effect cartridges, and talking
to his wile, who's doing the voice of
Dolly Parton. Producer Ron Cutler
and writer Louise Palanker are tim-
ing the vocal segments and listening
for any apparent mistakes in the
script. With so many things happen-
ing at once, mistakes are made. Rick
has a footswitch connected to a tone
generator that slates all mistakes for
easier editing. Rick seems to have an
uncanny ability to know whether a
pick-up will work in an edit.

Once the script has been
completed, the tape is taken over to
Cutler's private studio for assem-
bling. Engineer Peter Perkins and as-
sistant Paul Liebenkind are respon-
sible for combining the recorded
voice tape with the music and com-
mercials for the finished program. In
a small room jammed full of equip-
ment, they work their magic like pre-
cision watchmakers.

Ron's studio is equipped
with an Allen & Heath 16 channel
console, through which everything is
routed. Technics turntables spin the
records and an MCI JH-110 two track
is used as the master recording deck.
Stereo Technics and Otari decks are
used for playback, and an old Scully
280B footswitch is used for editing. In
Cutler's words the Scully is, "'Still the
fastest editing deck around.”” Other
gear used includes an Aphex Aural
Exciter, and Dynalex noise reduc-
tion. The program exits via Crown
amps and JBL monitors.

After the entire show has
been recorded on the master reels,
the creative processisover. The tapes
are taken to Location Recording Ser-
vices where they are cut into disk
masters. The show is distributed in LP
form because it is more economical
and much faster than tape copies.
L.R.S. isalsoresponsible for the print-
ing of the jackets and sleeves foreach
weeks show.

The disk masters are then
sent over to Record Technology Inc.
where they go into the plating tanks
and the pressing begins. After the
pressing is done, the finished albums
are jacketed, labeled, and shipped
directly to the respective radio sta-
tions that will air them the following
weekend.

Thisisthe end of the exhaus-
tive procedure required to take The
Weekly Top 40 from paper to the air-
waves. All the crew involved in creat-
ing this hit show can be proud of ajob
well done, but can’t bask too long in
the glory—it starts all over again next
week.
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Discover a high-performance mixer
with a personality all your own.

The RamsaWR-8616.

Inside every recording engineer is the desire for more creative
control at the board.

Now there’s a post- production/recording mixern designed to make
your sessions sound more like you. And less like everybody else’s.
The Ramsa WR-8616. And its modular desigiv is as ambitious as
your needs.

You can have 16 channels of either full stereo or mono modules.
Or a combination of the two.

The WR-8616 will also save you valuable time. By letting you
simultansously monrtor as many as 16 channels on a mutti-track
machine while recording.

What's more, this high-performance mixer gives you two discrete
mixes. This allows for full monitoring capability, which can be
independent from the control room’s mix.

SPt CIFICATIONS:
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And in the mixdawn, you'll have access to all 16 inputs without
having to repatch or reset the hoar3.

You'll also find the 3-band contirzuously variable input £ Q will
give you more precise control over the highs, midrange and lows.
And the six-channel remote start/stop capabihiy lets you progsam
materials using turntables, or tape and cart machines.

lo make the WR-8616 even more competible, we've given it a
dual set of meters. Eight LED bar graphs will moenitor the 16 it put
signals. While tae six VU meters hendle the Master, Group, Send,
t cho outputs and Solo level.

And the balaacad Mic and Line inputs and Main outputs wen'l
let any unwanted noise come belween yourand vour sound

The Ramsa WR'8616. A post production/recording mixer
designed to treat you like an individual.
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ENTERTAINER BARRY MANILOW'S 1984-85 WORLD TOUR IS CURRENTLY PLAYING

to a host of major venues across the country, including Louisiana’s Superdome and New
York's Radio City Music Hall (the site of a series of performances that established the

facility’s all-time box office record).
The show's special production hard-
ware is carted around the continent in
five tractor-trailer trucks. "When a
show this large does a tour of one-
nighters, everything has to go together
quickly, and work right every show,”
explains lighting designer Bill Heaslip
of the Stig Edgren Group. "If a sound or
lighting system takes too long tofly, or
too many stage hands to set up, it just
doesn't cut it."”

For the last six years, sound
system requirements for Manilow have
been met by A-1 Audio of Hollywood,
CA (with branch offices in Atlantic Ci-
ty, Las Vegas and Lake Tahoe). A-1 sup-
plies this tour with its unique, time-
tested VI.P. (Vertically-Integrated Pow-

er) speaker system, which is powered
by BGW Model 750B stereo amplifiers.

House soundmixer and chief
audio engineer Gary Rivera started
out on this tour nearly five yearsago as
low man on the sound totem pole. "Set-
ting up mike stands was not exactly my
idea of putting an electronics and
communications degree to its best use,
but it was definitely the way to learn
this show from the ground up,” ex-
plains Rivera. "Since Barry brings his
show to such a wide variety of arenas,
theaters and outdoor stages, I've had
the opportunity to work with the V.I.P.
system in many different acoustical en-
vironments. It's a good, all-around ver-
satile P.A. system that works well
whether hanging in the air or stacked

on sound wings.”
FLYING THE SPEAKER SYSTEM

The VL.P. loudspeaker system
is a three-way, two-box rig. Each large
horn-loaded bass cabinet, equipped
with two Gauss 4583 15" woofers, is
teamed up with a pair of JBL 2350
radial horns that are backed with 2482
2" compression drivers. A curved ar-
ray of eight JBL Model 2402 super-
high frequency tweeters completes the
tri-amped transducer package, which
is crossed over at 500 Hz and 5000 Hz

In Dallas’ Reunion Arena, a
total of 16 V.I.P. speaker packages
were hung from eight riggirg points on
one-ton chain motors. Stage Rigging,
Inc. of San Carlos, CA was contracted
to rig both sound and lighting points.
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(Opposite) Each of the two V.I.P.
clusters shown here houses eight 15”
woofers, eight midrange horns, and 32
bullet tweeters.

(Above) The 9000 watt stage monitor
system requires a total of 16 sends to
the performance area. The Soundcraft
800B console is augmented by several
Yamaha submixers for a total of 78
stage inputs.

(Right) 50-pair interconnect cables
with quick-release AMP connectors
significantly reduce set-up time.




V.L.P. speaker system is rolled right from the truck to the performance area,
ready to fly. Nylon straps secure the cluster components, and metal truss bars
atop eachstack are coupled to the chain-motor hoists. Eight such clusters com-

prise Manilow’s main speaker system.

A unique feature of the V.I.P.
system is the self-contained BGW power
amplifier in each speaker cabinet. The
length of cable required between the
amplifier output and speaker is mini-
mized (less than 36"), affording a much
improved damping factor.

Smaller 3-way RLS (Rear-
Loaded Systemn) speaker cabinets are
hung in pairs, two per rigging point, at

House sound-
mixer Gary
Rivera prefers to
mix at audience-
level, so as to
hear the show in
similar fashion to
those persons
seated next to
him. The low-
protile setup
saves many
valuable ticketed
seats.
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the upstage left and right corners of the
arena stage for rear-fill coverage in sold-
out venues. The RLS boxes house a
Gauss 15" 4580 woofer, a JBL Bi-Radial
60 X 90 fiberglass horn and 2445
driver, and two 2402 tweeter units. The
mid-range horn’s unique locking throat-
collar mechanism (designed by A-l's
chief of fabrication and maintenance,
Lou Mannick) allows the entire horn to

be rotated. The cabinet may then be
used in a vertical or horizontal position,
while still providing optimum mid/high
frequency dispersion.

"The way we wirethe V.I.P. sys-
tem is really simple,” notes A-l1 sound
system technician John Hill. "In addition
to the 10-pair signal input cable and the
chain-motor control cable, we run out a
length of 10-gauge 4-conductor A.C.
power feeder from our 200-amp power
distribution panel to each speaker clus-
ter. We use 115V chain-motor hoists, so
the same electricity that puts the speaker
clusters up into the air is then used to run
the power amplifiers when we are ready
to fire up the sound systern. The motors
don't draw any current, of course, once
the clusters are stationed overhead.”

A selector switch at each ampli-
fier position enables a given speaker unit
to be assigned to a left, right or center
output mix. A full mono mix is sent to the
pair of speaker clusters hung in front of
the centerstage area. "This whole rig
goes up quickly,” explains Hill. "And, it
is even faster to take down. At the end of
the show, the motor control cables are
dropped down from each cluster. We
lower each one, disconnect the feeder
cables, and the package is almost ready
to roll right out to the semi, just as it sits.”

The seven-foot high speaker
clusters travel for the entire tour with a
sturdy truss bar attached that secures the
steel hanging bridles. Aeroquip ratchet
straps bind the cluster together. Heavy-
duty caster dollies enable the amp/
speaker package to be moved from
loading dock to performance area by
one or two stagehands.

HOUSE MIXING GEAR

Gary Rivera mixes the Barry
Manilow show on two Harrison "Alive”
consoles. The 32 and 24 channel boards
are teamed up with an extensive array of
signal-processing gear. A-1 Audio has
modified the Harrison consoles by add-
ing two back-frame extender “pods”.
This allows XLR connectors to be left
patched into the board at all times. Only
four 50-pair cables are required to ac-
complish most of the patching needed
between boards and effects racks.

Effects devices and system drive
components are neatly arranged in six
compact racks, minimizing the space re-
quired for set-up in the audience. Signal-
processing gear includes a Lexicon
224XL digital reverb, a secondary Lexi-
con 224, and two dbx Series 900 racks
packed with noisegates, compressors
and parametric equalizers.

Riverais particularly fond of the
Lexicon PCM-42 digital delay units in his
rig. "They're very small, with lots of con-
trol over the VCO. They always work,
and they sound great. I like thern for back-
ground vocals, and to add a nice richness

to some of the synthesizers,” he explains.
An EXRIV Exciter is used for
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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.

The Micro-Tech™ 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
the 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 exceilence 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.



Recessed stage monitors beneath metal grill panels conserve space at various

instrumentalists’ performance areas.

some extra “sparkle”, particularly on the
snare drum. A dbx Model 500 Subhar-
monic Synthesizer provides occasional
deep-bass effects on the kick drum and
synthesizers.

Yamaha F-1030 electronic cross-
overs and UREI 539 one-third octave
graphic equalizers fill the main drive
rack, along witha BGW Model 150 pow-
er amplifier used to drive a cue speaker.

Rivera provides Manilow witha
stereo cassette recording of each live
show. “Barry likes to hear a tape of each
performance,” advises Rivera. "I use a
Fostex stereo ribbon mike, positioned at
the house console, with good success.
The true M-S placement of its cartridges
gives a terrific stereo image on tape.” A
top-quality Revox B710 cassette tape
deck completes the recarding chain.

STAGE MONITOR SYSTEM

Operated by Steve Villoria, the
A-1 Audio stage monitor system supplied
to Barry Manilow is controlled with a
Soundcraft Model 800B 32-input stage
console and a 16-channel Yamaha M916
sub-mixing console. Steve does ten dis-
crete mixdowns, as well as another six
composite/matrix mixes for a total of six-
teen. UREI 539 graphic equalizers,
Audioarts 4100 parametrics, and sub-
mix-inserted dbx 905 parametrics offer
mix equalization. BGW 750B power am-
plifiers drive a variety of stage monitor
cabinets, many of which are housed
underneath metal grillwork assembliesin
the custom-built stage set.

Monitor mixing engineer Villor-
ia feels that the most difficult aspect of
mixing for such a complex stage show is
giving each performer what he or she
needs without causing interference for
the others. "The only way to make it work
is to use the monitors to complement
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each other,” notes Steve. "I try to give
each position on stage an inverse fre-
guency curve from that already existing
in the reflected sounds of the house P.A.
and the other stage mixes. This gives me
an excellent base on which to build each
performer’s mix.”

An interesting thing for Steve
about mixing stage monitors for this
show is the wide variety of musical num-
bers done during the course of an even-
ing’s performance. Explains Villoria,
“Barry has touched a lot of musical bases
during his career over the past decade,
everything from ballads to rock tunes.
This is certainly not a ‘set it and leave it’
show. [ have probably 500 specific mon-
itor cues during the two-hour show.

These include everything from re-equali-
zation and re-assignment to subgroups of
individual channels to the total re-struc-
turing of many mixes. Barry alone has six
individual mix channels incorporating
fifteen different speaker systems, each
covering a different area of the stage.”

To help stay on top of the many
show cues, Steve uses a TRS-80 Model
100 portable computer as an electronic
“notebook”. "1 find this little machine to
be very addicting. Not only does it allow
me to organize and store my show notes,
but I use it for telecommunications while
ontheroad. And, I useitto update an on-
going technical maintenance schedule
for our equipment. It is also an excellent
data manager for cassette storage of our
Lexicon 224XL digital reverb pro-
grams,” he reports.

Monitor speaker enclosures in-
clude bi-amped floor slants with JBL and
Gauss transducers, a pair of compact
two-way sidefill stacks, Meyer UPA-1A
and UM-| cabinets, and special small, full-
range rectangular enclosures (mounted
on tripods) to service the upstage ramp
and performance deck. Housing a single
JBL 12" loudspeaker and a 2402 “bullet”
tweeter, these cabinets also are used for
near-field coverage of the first ten or so
rows of the audience area, thereby do-
ing away with the “sound wing” speaker
stacks often seen in use.

A total of 78 stage inputs are re-
quired to pick up the show's variety of
instruments. Many of these inputs are
patched and re-patched during the show
due to the concentrically-moving parts
of the customized stage set.

Banks of MIDI.connected Ya-
maha DX-7 synthesizers are fed into sub-
mixers behind the stage. A series of
Sennheiser MKH 416-TF shotgun mikes
are used during the show's finale, whena

Custom built area monitors are tripod-mounted to cover the upstage perfor-
mance walkway. Each speaker cabinet houses a JBL E-120 12" speaker and a

JBL 2402 tweeter.

o —
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30-voice choir makes a surprise last-mi-
nute appearance. Sennheiser 431 dy-
namic microphones are used for vocals.

"Probably the most interesting
mikes up here are the hybrid 43} wire-
less units assembled for us by Cetec-
Vega in El Monte, CA,"” points out Gary
Rivera. "The Sennheiser 431 has always
been one of my favorite mikes for live
vocal use because it sounds so ‘open’. Its
hyper-cardioid qualities make it that
much easier to work with, particularly
for monitors.”

ON THE ROAD AGAIN

After an all-too-short vacation
break during the Christras holiday sea-
son, the Barry Manilow tour returned to
the road for another tour leg that runs in-
to this summer. Having nearly perfected
the ins and outs of taking this system on
the road, the A-1 crew still seems to take
pleasure in shaving an extra few minutes
off the previous show’s load-out. Some-
times, the main speaker clusters are hit-
ting the ground less than ten minutes af-
ter Barry leaves the stage, it the audience
clears out quickly enough. "When it
comes to load-out, the name of the game
is getting it all out to the truck fast so we
can catch the maximum number of ‘ZZZ's'
belore the next day's work,” quips Stark.

House soundmixer Rivera finds
his nightly challenge to be rewarding,
too. "Barry has this rare talent of being
able to do any style of music he wants,
and be successful,” remarks Rivera.
"Over the years, | have watched his
show evolve from heavy ballads, to
disco, to rock and roll. Now, he's doing
some great jazz stuff. And [ get to mix all
of those different styles of music in a
single night!”

Recently, Community Light &
Sound M-4 long-throw midrange horns
have been added to the systemn to help
cover the bigger arenas. "When you
have 17,000 screaming fans in a huge
room, the need for vocal clarity is obvi-
ous,” Rivera points out. "And, that's part
of the beauty of live soundmixing as op-
posed to studio work. On tour, you're in
a new 'studio’ every day with different
acoustics. Although much of our equip-
ment is the same as what we'd use in the
studio, we still haven't figured out how to
hook up a ‘rewind’ button to a live show!”

Working with the same systemn
daily in a variety of acoustical environ-
ments improves a soundmixer’s chances
of knowing how to react to different
venues. But when the houselights go
down, and there is a hush from the
crowd, it is too late to wonder whether or
not anyone remembered to check the hi-
hat mike placement, or to adjust the
upper-balcony speakers. It has to be
right. . .now! For the sell-out crowd in
Dallas, it was evidently right, once again,
as acknowledged by the series of dealen-
ing ovations that Barry Manilow’s show
received throughout the evening. |
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Bryston's 2B-L.P

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 ot 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. Insbort, the 2B-LP is more than the functional equivalent of our original 28
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 itis 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 nomina! cost.

Best of all, however, the 2B-LP is a Bryston. Thus the sonic quality is unsurpassed. The difference is inmediately
obvious, even to the uninitiated.

Other amphifiers in Bryston's line include the model 3B, at 100 watts per channel, and the model 4B,
at 200 watts per channel. All ratings continuous power at 8 ohms at lecs than 01% IM or THD.

IN THE UNITED STATES IN CANADA

A3 IVERMONT JORTST IO DMARKETING LTD
RFD=4, Berlin, Montpelier, Vermont 05602 57 Westmore Dr, Rexdale . Ontorio, Conada MOV 3Y6
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Studer Audio: Series 900

sSTUoER

Our consoles have
always been quiet.
Have we been too
quiet about our
consoles?

Perhaps we have
Thanks to the success of
Studer recorders, we’re often thought of as
strictly a tape recorder company. But, Studer has also
been making audio consoles for over 16 vears, and doz-
ens of our 169/269 compact mixers are now at work in
broadcast and video production facilities all across
America. Recently, with the introduction of the Series
900, Studer has become a major supplier of studio pro-
duction consoles.
So we're not keeping quiet about this any longer.
Name your frame. Series 900 frame sizes from 12 to
50-plus inputs are available for any application, from
remote recording and OB vans to sophisticated broadcast
production and multi-track recording. Within these frame
sizes, we configure the console to fit your requirements.
The secret is our wide array ot module options.
Mix and Match Your Moduies. The 900 is a true sys-

tem console offering custom configurability at standard




prices. Choose from

10 different metering

modules, 3 multi-track monitor op-

tions (including separate monitor EQ), mono

or stereo faders, audio subgroups, automation compat-

ible VCA groups, video switcher interfaces, subgroup

reassignment modules, up to 3 solo systems, multi-func-

tion test generator, input selectors, limiters, compres-

sors, patchbays with bantam or Y4 systems, and up to
10 auxiliary busses.

Basic input modules
feature 3 or 4 band EQ, mi-
crophone/line inputs, 5 pre/
post-fade auxiliary sends,
and channel overload indi-
cators. Options include
transformerless mic pre-
amps on a subcard, separate
transformerless TAPE input
for remix, stereo input mod-
ules, stereo EQ, internal
stereo X-Y/MS active matrix,
stereo blend control, dual
line inputs, variable HP and
LP filters, user defined panel
switches, and the list goes on.
Listen to the quiet. The

entire 900 console frame design is consistent with the
advanced module design. A completely independent sig-
nal reference ground system assures preservation of in-
dividual circuit CMRR figures. The result is overall noise
performance compatible with digital recording.

As time goes by. All 900 consoles adhere to strict
Studer standards for precision and reliability. The frame
is built on a rigid channel and brace structure, and each
module uses pin-and-socket Eurocard connectors. Frame
connectors are mounted on longitudinal master boards
with solid support from horizontal and vertical frame
members. All components, switches and pots are com-
mercial/industrial grade from the best U.S. and European
manufacturers. In sum, a 900 is built to last as long as a
Studer recorder.

The Swiss alternative. If you have been considering
a high quality mixing cansole trom any American or
English manufacturer, you should also look closely at the
Swiss-made Studer 900. For quality, flexibility, and relia-
bility, it ranks among the world’s finest. Also, you may
find the pricing surprisingly competitive.

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

STUDER S&V05X
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TABLE L Classes of Service of Audio Program Lines

Class Old Class Approximate Full

of Service Name Bandwidth or Part-time
Type 6002 D or "non-eq” 200-3,500 Hz PT:

Type 6003 C or "non-eq” 200-3,500 Hz FT

Type 6004 B 100-5,000 Hz \PT

Type 6005 A 100-5,000 Hz FT

Type 6006 BB 50-8,000 Hz PT

Type 6007 AA 50-8,000 Hz FT

Type 6008 BBB 50-15,000 Hz PT -

Type 6009 AAA 50-15,000 Hz FT-
Type 6010* Dual 50-15,000 Hz PT

Type 6030* Dual 50-15,000 Hz FT, via S‘Atel]ite

DEALING
WiTH
PHONE

* Interexchange (long distance) service only uses this classification (see text).

LINES

PART e ONE

The broadcaster's deepest
fear—all that finely cratted
audio goes into those ter-
minals on the wall. . . Will
it or anything like it ever
come out at the other end?!

From the earliest days of
broadcasting, "'The Telephone Com-
pany’’ hasbeen deeply involved with
the daily technical operations of ra-
dio and television. Intact, much of the
audio business’ terminology and tech-
nological foundations are based on
the pioneering work of "TELCO.”
The love/hate relationship that has
developed between broadcasters and
the telephone company through those
years continues togrow and change.
But for better or for worse, forricheror
for poorer, Telco and broadcasters
will be working together, forever and
ever, period.

Telco lines are used in most
remote broadcasts and as STL's (stu-
dio-transmitter links) for many radio
and television stations, and for the in-
terconnection of many radio and tel-
evision networks, so it is clear why
they are such an indispensable part
of broadcasting as we know it. This
heavy reliance by broadcasters on
telephone company services can
cause catastrophic results when some-
thing goes amiss at Telco, and every
broadcast engineer has his or her
share of horror stories to tell on that
topic. Nevertheless, if the truth be
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told, the majority of the time service is
rendered promptly, and Telco in-
stallation staft are often quite helptul
and reasonable in most broadcast-
service divisions.

Dealing With
The Phone Company

The best way to minimize
problems with your telephone com-
pany is to establish a good working
relationship with the appropriate per-
sonnel, and to understand asmuch as
possible about their operation. If your
people come across as friendly and
knowledgeable, but also profession-
ally firm and businesslike, things
should go well.

Obtaining & Testing Your Lines
Type 6010 and 6030 are
only for “interexchange” services,
i.e. "long-distance’’ lines. For alocal,
stereo pair, order two type 6008 or
6009 lines, specilying “'stereo condi-
tioning.”’ Thisincurs aone-time addi-
tional charge on each stereo pair,
which can be hefty (around $300 or
more in most places, currently), but
without this, there is no guarantee
that the two lines will travel similar

NPR's John Kean ofters some additional
tips on optimal interfacing with telco lines
at the remote site, lor insuring proper
levels and flat frequency response, in
Figures 1, 2 and 3 that follow.

routes, and if they are sufficiently dif-
ferent in path length, significant
phase errors can occur, wreaking
havoc on your stereo image and
mono compatibility. Some broad-
casters always order three lines and
have them all stereo-conditioned, so
there is always one backup. Others
forego the extra charge and try con-
ditioning themselves with a very high
resolution DDL or similar device at
the receive end. (Approximately five
ohms sec of time difference occurs for
every mile of path length difference.)
Although linear distances between
ends of the circuits might be short, ac-
tual circuit routing may be much
longer, and these miles of path length
difference may mount up quickly in
an unconditioned pair. Nevertheless,
even with conditioned pairs, it seems
that about halt the time, the polarity
between lines is inverted as installed.
This is of course a simple matter for
the broadcaster to tix, but it is one of
the first things to be checked after
stereo lines are installed. Other items
to be checked, for all lines, are fre-
quency response (should be well
within ¥ 3dB of ordered response),
phase response, S/N ratio, distortion,
and headroom. (When spare lines
are ordered, all should be measured,
and the poorest delegated for "back-
up.”’) Regarding flat response, check
well outside the cutoft frequencies,
because it is not always sate to as-
sume that response rolls off beyond
them. Occasionally in order to get a
line to pass spec, Telco equalizers are

PGM
LEVEL
METER

>3

600:150

7

Figure 1: DON'T meter the signal
across the input to the repeat coil
(transformer at left); and DON'T teed

N L

the repeat coil directly from another
transformer, if possible.
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Agfa Magnetite 12 cassette dupllcatlng tape delivers true master quality sound. Outstanding
high and low output combines with the lowest noise floor available to provide unmatched
versatility and tremendous enhancement capabilities. Magnetite 12 fulfills the needs of the most

demanding master. You spend too much time perfecting your master recording to trust its
sound to an unfaithful cassette duplicating tape.

Trust Agfa Magnetite 12. AGF A
It gives as good as it gets. i
AUDIO
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Bearsville Studios
would like to thank the
following artists for
making our first 15 years
so special!

The Band Maria Muldaur
Blue Oyster Cult  NRBQ
Joe Crocker Orleans

Psychedelic Furs
Bonnie Raitt

Alice Cooper
James Cotton
Rick Derringer Rolling Stones
Dr. John Todd Rundgren
Foghat Seals & Croft

John Hall Michael Stanley
lan Hunter John Sebastian
Industry Patti Smith
Isley Brothers Sparks

King Crimson Peter Tosh

Kool & The Gang The Tubes

Kris Kristofferson  Utopia

Meatloaf Randy VanWarmer
Bette Midler Muddy Waters

24/48 Track Recording
Neve 8088/8068 Consoles
Studer Tape Machines
UREI Monitors

EXTENSIVE SELECTION
OF OUTBOARD GEAR
INCLUDING AMS &
LEXICON 224X W/LARC

BEARSVILLE
STUDIOS

Two 24-track world-class studios
in a relaxed country setting on
70 acres just 2 hours from NYC
Studio B designed by George
Augspurger. Studio A features
one of the largest recording en-
vironments on the east coast
measuring 65’ x 40" with a 40’
ceiling. The facility has a re-
hearsal barn that can be used for
pre & post production, a full ser-
vice video studio and comfort-
able lodging. Block bookings
available

FOR RATES & info
contact Steve Bramberg,
Studio Manager at
(914) 679-8900

used to boost the extreme frequen-
cies, and if this is not done properly,
the response may indeed be flat up to
the specified frequency, and then

rise for another octave or two betfore
finally rolling off. Obviously, this re-
duces headroom and alters frequen-
cy response, and is also a particular

— AAA AAAS :
PGM !
(#) LEVEL | DO000=

METER i

]

AAAL : 600:150
600:600pad )
(= —6dBj

Figure 2: DO place a pad between
the output device’s transformer and
the repeat coil; and DO place a level
meter before the pad asisolation, cal-

ibrated for the voltage across the
pad’s output when terminated with a
600 ohm resistor.

300
AN

®

600:150

Figure 3: DO feed low-impedance
sources (e.g. op-amps) through a 600
ohm differential balanced pad; and

Figure 4. DON'T terminate the re-
ceive-end repeat coil (transformer at
right) with another transformer, if
possible; its loading may vary with

LINE
EQ

Figure 5: DO terminate the receive-
end of a program circuit with a 600
ohm resistive load, and bridge the
load with a high-impedance trans-
former or active balanced input.
Note: Common mode rejection of the
transformer or active input must be
considered if the distance from the re-
peat coil is great or is near other lines
which induce cross-talk. Ideally, the
secondary of the repeat coil should
be resistively terminated. An active,
balanced input circuit does this nice-
ly, provided any RF is bypassed be-

|

I O B

|
1
I
|
|
t
|
|
|
|

DO place the level meter before the
pad, calibrated as above.

EQ g
|

6000 out

frequency from the true 600 chm re-
sistive termination used in line-up
causing level and frequency response
variations.

600

AN\

600Nout 10KQiin

fore the first stage ot amplification.
An alternative is the use of an input
transformer with a high-impedance,
bridging input. This allows the 600
ohm resistor, as shown in figure 5 to
match the repeat coil. Another ver-
sion, often seen on the input of broad-
cast line amps and modulation limit-
ers is a 600 ohm H-pad; effectively
the reverse of figure 2. Following the
above steps at both ends usually in-
sures that transmission loss and fre-
quency response closely match those
of the phone company set up.

Circle #012 on Reader Service Card
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problem when lines are being fed
with noise-reduction-encoded (i.e.
HF pre-emphasized) audio.

Proper Interfacing

For testing circuits, sine-
wave frequencies of 400Hz and lower
may be fed at Telco "P.O.L.” (pro-
gram operating level) of +8dBm, but
frequencies above 400Hz must be
fed at "'Telco test’’ level of OdBm. Re-
cording type consoles whose refer-
ence levels (O VU) are +4dBm can
operate well into these circuits, and
gain an additional 4dB of headroom
while losing 4dB of S/N. However, it
is essential that any mixer/console
used to feed a Telco line directly is
capable of driving a 600 ohms ba-
lanced load, the standard impedance
ot all Telco lines (150 ohms lines are
available upon request in most
areas). Many consoles—even expen-
sive ones—cannot do this, in which
case a distribution amplifier is the
best solution. Otten, a variety of tape
recorders, IFB, mults, etc. are also be-
ing fed by the mixer/console at the
remote site, so a D.A. is essential in
providing isolation between all these
(usually Hi-z) inputs, as well as pro-
per drive for the 600 ohms phone
line. When this is the case, always try
to have the phone line driven by its
own D.A. output, with no other (even
bridging) inputs attached.

Remember that DC voltages
may appear across the phone line,
and the isolation that the D.A. pro-
vides is usetul in protecting the inputs
to all the other devices as well. For this
reason it is also wise to not use trans-
formerless D.A.’s in this application.
A good transtormer can be your
friend on remotes, especially when
interfacing with Telco. Nowadays, a
good installation will commonly be
provided by Telco with repeat coils,
however, which serve this purpose
well, so an active-balanced Lo-Z out-
put capable of driving at least
+18dBm (preferably higher) into
600 ohms would work well in that sort
of application.

The Specs

In terms of S/N ratios, the
telephone company uses a peculiar
sort of measurement. They declare a
noise level of —90dBm as "'absolute
quiet”’ and measure a noise up from
there, using the unit dBrn. Therefore
a circuit with a Telco noise spec of
40dBrn would have a noise level of
~50dBm which, it the Telco refer-
ence level of +8dBm is used as
P.O.L., gives the user a 58dB S/N
ratio on the line. The longer a line
travels, the noisier it gets, of course.
Telco specs for local circuits (varies
with location/local operating com-
pany) usually call for a S/N ratio of
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65dB or better (33 dBrn) for 15kHz
lines. “'Interexchange service”” (IXC),
to use predivestiture terminology,
which entails the inclusion of AT&T
Long Lines' (generally microwave)
service, had a S/N spec of 57dB or
better (41dBrn) for 15kHz lines. The
local SkHz spec was 52dB S/N, Long
distance 5kHz was 42dB.

Another option offered by
many telephone companies is the so-
called “loss-less”” or "'zero-loss'’ line,
where the Telco line acts as a unity
gain device. Normally, signal pro-
vided to the customer on the receive
end may fall to as low as —30dBm
when O (zero) dBm is being fed from
the transmit site. (Audio signals in
copper cable lose about 1dB/mile).
A line amp on the receive end .can

Sets the Stage
with the New SRM-186
Monitor Mixer. The Monitor
System designed to incorporate

Communication between Artist & Engineer.
The result . . . Tighter On Stage Mixes

bring the signal up to house P.O.L. If
the customer so desires, however, Tel-
co will provide (at an additional cost)
aloss-less line, so that +8in gives +8
out. This is achieved by the insertion
of additional Telco amplifiers along
the route, and is not alwaysdesirable,
since these amps are of unknown
quality and reliability, and your line
ampisasingle, known, and easily ac-
cessible unit. Nevertheless, if the line
islong, and the Telco amps are OK, a
loss-less line may give you a few dB
quieter performance, although with
perhaps a slightly higher distortion
spec. This may be adviseable in
places like New York City where
crosstalk and impulse noise from old,
waterlogged and densely trafficked
lines is quite common. In most cases,

Tailored to the Artists needs. The SRM-186,
represents the Leading Edge in Detail, Reliable Quality and Affordability.

On Stage and Studio Features: + 18 Microphone/Line Input Channels.
* 2 Dedicated Line Input Channels. * All Inputs Fully Matrixed to 6
Separate Outputs. * Full Passive Microphone Splitter System. « Long
Throw 100MM Glass Smooth Faders. s Road Tough Flight Case Installation.

For more detailed information on the ALLEN AND HEATH SRM-186
Monitor Call or Write Today. Give yourself “The Edge” with the monitor
that achieves its recognition . . . through your results.

mbi/sHB

69 Ship Street, Brighton, BNi 1AE
England

group

5 Connair Road
Orange, Ct. 06477/ (203) 795-3594
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however, fewer amplifiers used in
regular lines (there may indeed be
none at all in short hops within one
exchange or service area) provide
better overall sound. In cases where
both regular and loss-less lines were
ordered from the same site, in my ex-
perience, the regular lines are almost
always chosen.

Gaussian or random noise
is of course farless objectionable than
the coherent noises sometimes found
on Telco lines, such as the abovemen-
tioned crosstalk, impulse noise (click-
ing from dial pulses and other switch-
ing), and the so-called 'sings” or
tones caused by carrier beating and
other netarious sources. For this rea-
son, lines should be listened to on the
receive end for a good while after
they are installed without any audio
being fed from the remote site. They
should also be turned up and audi-
tioned as early as possible before
their on-air use. Call Telco at the ear-
liest sign of trouble.

Although there are no pub-
lished Telco specs to be met for distor-
tion or phase response, distortion
should be 0.25% THD or better for
15kHz lines. For stereo pairs, relative
phase response should be within 30°
across the passband. Widely diver-
gent frequency response across the
stereo pair is a tip-off to check phase
response carefully. When spare lines
are ordered, the two closest to each
other in frequency and phase re-
sponse should be made the main
pair, assuming all other specs are
equivalent.

The published headroom
spec is only 10dB on most lines
(+18dBm maximum). Usinga P.O.L.
of +4dBm instead of Telco's +8 will
give you 14dB of headroom, at the
expense of S/N, which is a more pru-
dent approach in most cases.

Communication Lines
Whenever ordering pro-
gram circuits for live remotes, always
order an "MB" or "'PL" to the site as
well. This is a standard dial-up tele-
phone line for use in voice communi-
cation between the studio and the
site. Stations equipped with RF com-
munication systems may want to use
these instead it they are within range,
but these may leak into the program
audio, prohibiting communication
while the site is on the air. This ""MB"”
service is relatively inexpensive, and
usually well worth the costs. A way to
save, however, is to provide your own
telephone instruments (with visual
ring/bell cut-off it desired), and just
order the line from Telco. Normally
this will be a regular seven digit
telephone number, but other varia-
tions such asdedicated "'PL"’ (private
line, also known as "'ringdown’’) or
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OPX (oft-premises extension) ser-
vices are possible. PL is anon-eq line
with dialless instruments at each end;
one end rings whenever the other
end is picked up (also called ""PLAR"
—private line with automatic ring-
down in some areas). OPX is an ex-
tension of a customer’s PBX system
placed at a permanent remote site.
The terms ""MB"" and "'PL" are often
used in the broadcast industry to in-
discriminately refer to any sort of
regular telephone at the remote site
for communications purposes. This is
all well and good until actual Telco

become commonplace in recent years.
For network distribution, it is a partic-
ularly cost-eftective method (espe-
cially in the long term), butitisalso a
useful and high-quality method for
remote feeds ("'backhauls”) to a sta-
tion or network hub as well. Various
broadcast organizations now have
satellite networks in place, and most
offer their excess space on these to
outside customers. These networks
have leased their satellite space from
the satellite owners, the “common
carriers’” such as Comsat, AT&T,
Western Union, RCA and others. In-

TABLE II. A Partial List of Satellite Vendors

Company
AT&T Skynet

A P./Samet
Comsat

IDB

Leartield
Communications

National Public Radio

Western Union

@
Wold Communications  Satellite comm

contractor

Type of Operation
Common Carrier

Radio news network

Common Carrier

Satellite comm.
contractor
Satellite comm
contractor
Radio network

~ommon Carrier

Location, Telephone
NYC

or LA

221-8294 or
) 221-7680
NYC (212) 621-1755
Suburban Washington,
>. (301) 863-3000
3) 870-9000

St. Louis, MO
(202) 8- 0

NJ (201) 828-5000
LA (213) 474-3500

(Note: Most will also handle first and last mile hookups for the customer, at

an additional fee.)

orders are being placed; then exact
terminology becomes important. Tel-
co lives by abbreviations, and a sin-
gle misplaced letter could cost you a
lot of time, hassle and money. Addi-
tionally, these sorts of services are or-
dered from a different office and are
installed by a different crew than the
broadcast program lines, so careful
coordination on your part is re-
quired. This is the area where most
problems occur, in my experience,
since these folks are not just dealing
with broadcasters, but are usually the
regular telephone service office and
installation staff, so they are dealing
with you as just another regular cus-
tomer. It may be advisable to order
this service earlier, and request it to
be in place sooner, than your pro-
gram lines. Since it is generally a
much cheaper service than the pro-
gram lines, the extra cost isn't very
much, and no matter how well the
program circuits are tunctioning,
lack of communications can seriously
compromise a remote broadcast’s
quality.

The Final Frontier
For longer-haul circuits or
networking, satellite hook-ups have

dividuals can also lease satellite
space from the common carriers, but
for one-time, point-to-point needs, it
is usually better to goto one of the net-
works, since the common carriers
generally prefer dealing with the
big, full-time, mass users, and their
sales offices will often freely admit to
prospective customers that price and
service might be better from one of
the smaller, more broadcast-oriented
companies as the excess-capacity-
selling networks. Among these, an
example with which I am familiar is
National Public Radio. NPR leases a
full video "transponder’” (satellite
channel) on Western Union's Westar-
IV satellite, and uses the rather wide
spectrum provided therein for dozens
of frequency-modulated analog au-
dio channels of various bandwidths.
This so-called “multi-casting’’ ap-
proach (which NPR pioneered, I am
compelled to add, only because oth-
ers have erroneously claimed this
distinction in the past) allows a net-
work to offer several choices of pro-
gramming to its stations simultane-
ously (in mono or in stereo pairs of
channels, without the need for “'stereo
conditioning” since all satellite path-
lengths among the audio channels

MIXVOL. 9, NO. 4




Flanner’s Pro Audio Presents

A TOUCH
OF d

JOUNDTRUR
STUDIO Y

Overland Park, KS (913) 541-0302

If it’s worth doing, it's worth doing right!
Soundtrek has done it! The success of Soundtrek
continues with the addition of STUDIO ¥ in Overland
Park, KS. STUDIO 'Y, a 24-track post production and
video sweetening studio, is equipped with MCl 24
track, NEOTEK console, MC! Layback, Adam-Smith
synchronizer, and other equipment from Otari, DBX,
Crown, Lexicon, Ampex, and many others. Flanner’s
Pro Audio is proud to be working with Mr. Ron Ubel
and the staff of Soundtrek.

This, their fourth studio in three years, makes
SOUNDTREK one of the most complete studio
complexes in the Midwest! The efforts of contractor
Dan Petersen, designer Steve Durr and the staff of
Flanner’s Pro Audio will continue to support the
growth of Soundtrek in the years to come.

Thank you Soundtrek for helping Flanner’s Pro
Audio become one of the Midwest’s finest pro
audio houses.

Flanner’s Pro Audio specializes in Sales, Service,
Installations, and Design. We represent MCI/SONY,
NEOTEK, AMEK, OTARI and over 120 other
manufacturers in the Midwest.

Call Flanner's Pro Audio today, Toll-Free,
800-558-0880. Let us design a success for you!

FLANNER’S
PRO AUDIO,INC.

Serving The Recording & Broadcast Industries

2323C Bluemound Road e Waukesha, Wisconsin 53186
(414) 785-9166 (Outside Wi, call) 800-558-0880
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We at AM.S. work hard to maintain your
competitive edge by continually updating our
systems. Take for instance the New Keyboard
Interface for the DMX 15-80S. A CV and G input to
this new unit can control either of the unit's

two pitch changers in real-time, or even allow the
playing of samples using the Loop Editing

System (LES). Each pitch changer may now be
altered over its two octave range by independent
rotating pots. Also, a new program called

Chorus provides variable speed and depth control of
random pitch change variations.

1984

England
Advanced Music Systems
Tel: (0282) 57011 Telex: 63108 AMS G
U.S.A.
Harris Sound (Los Angeles)
For Nationwide Sales, Rental or Service Tel: (213) 469-3500
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are identical), and have excess space
left over which it may sell to other cus-
tomers. Regional "'uplinks'’ (satellite
earth stations with transmit and re-
ceive capability—also called "RTs"")
can feed to these several channels,
while ‘“downlinks’’ (receive-only
earth stations—"ROs"’) at each of the
network's stations can be tuned to the
channels desired at the time. Since
noise is a big problem in satellite trans-
mission (40dB is considered good in
many cases), most analog satellite
systems use some sort of companding
to achieve reasonable S/N (65dB or
higher) for wideband audio. Some
systems use the video transponder for
a smaller number of digital audio
channels. Even with all this variation,
there are some reasonably priced,
off-the-shelf "tully-agile downcon-
verters'’ which can handle most of the
analog frequencies and compand-
ing systemsin use, when hooked up to
a dish pointed at the right bird,
equipped with sufficient LNA's (low-
noise amplifiers). The digital systems
are still a bit more proprietary, but
probably not for too much longer.

A third more recent option is
to obtain the services of a satellite
communications contractor, such as
Learfield Communications of St. Lou-
is, or IDB in Los Angeles. These com-
panies have as their sole function the
selling of satellite hook-ups for point-
to-point or network use, one-shot or
permanent. They utilize both existing
earth stations and "'portable uplinks”
(mobile satellite transmitters), and pro-
vide customized service to the indivi-
dual customer’s request, using their
own or subcontracted facilities.

For live remote transmissions
on satellite circuits, terrestrial Telco
lines, microwave or VHF-band RPU's
(remote pick-ups) are usually em-
ployed to get audio to the nearest up-
link (except when a portable uplink is
used), and again, if necessary, from
the nearest downlink to the end-user
(so-called "handoff’’ service). These
“first-mile’’ and "last-mile” hookups
are often on Telco program lines, so
although satellite technology is well
in place in the broadcast audio
world, until the portable uplink be-
comes as commonplace as the tele-
phone, Telco lines will be a part of the
typical live remote.

One other thing to remem-
ber about satellite service that differs
from the terrestrial, is the element of
time delay. Because geostationary
satellites are used, the distance from
earth to satellite is over 23,000 miles.
Signals travelling up and back from
that satellite take about % second.
(Terrestrial line delays rarely exceed

100 ms, except on long network lines).
It satellite backhaul and satellite net-
—PAGE V149
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Top: Harry Bryant ot the old control
panel in Studio B, 1947; Above: Bry-
ant today.

APRIL 1985
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Harry Bryant is a living arche-
type of a 20th Century phenomenon: the
audio engineer. There may have been a
few dabblers in the last century, but they
were just the mutants that would evolve
into that strange breed of studio species
that we know today.

Harry's story is particularly sig-
nificant because he was one of the key
men at Radio Recorders, a studio of
legendary proportions that survived and
prospered for almest 50 years. As VP
and head of engineering at the studio, he
guided it through the technical upheav-
als of the '40s and "S0s. It was the world's
largest independent recording studio,
and its clients included just about every

name in the enrertainment business, from
Louis Armstreng, Spike Jones and Nel-
son Riddle to Elvis. Today, those celeb-
rity-haunted chambers at 7000 Santa
Monica Baoulevard in Hollywoed are in-
habited by a modern multi-inedia enter-
prise, Audio-Video Craft.

We lunched at Harry’s modest
suburban estate in the rolling foothills of
La Canada. He and his wre, Alice, pulled
out the scrapbooks and we reminisced
down memorex lane.

Bonzai: How did you get inio the re-
cording business?

Bryant: I started out working for the
South Carolina telephone company in
the early '30s and graduated from the
RCA Institute through a correspon-
dence course. [ then made my way to
Caiifornia and started working as a mix-
er in nightclubs. My first love was work-
ing with the big bands. Thenetworksand
the larger local radio stations always had
telephone lines to the nightciubs and |
landed a job with KHJ early in 1937. 1
started working part time for Radio Re-
corders in 1936, just about the time they
got started.
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IF YOU RE
INTHE STUDIO...

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 p ,
you should never be : Nt IS
without if you're in the e ' : g_'_‘;““n-n.uuhu:;.
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 . . .

NOSTIANINW TIVHOIW ‘OLOHd

If you're a recording professional, you're in the MIX! It
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 . . .

...YOURE

THE RECORDING INDUSTRY MAGAZINE
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Bonzai: Who was there at that time?

Bryant: There were four owner-partners
and the sales manager, Joe Sameth. The
partners were Shang Winters, manager;
Darell Minkler, engineer; Erny Dummel,
mixer, and a musician; Jack Brundage,
machinist. All of the partners would
double in mixing live sessions, disk
recording and creating sound effects.
They also built most of the electronic
equipment they used. Radio Recorder's
major business at that ime was record-
ing phonograph sessions, live dramatic
or comedy shows and radio commercial
spot announcements. Most of these ses-
sions were recorded on wax disks. These
masters were processed to form stamp-
ers for making 12 inch phono records at
78RPM, or 16 inchrecordsat 33V RPM
for radio stations. A smaller segment of
the business was recording air checks on
the recent developed acetate disk. The

12 or 16 inch disks were ordered by

advertising agencies or radio artists.

My part time work consisted mostly
of recording air check radio programs
and electronic equipment maintenance.
[ continued working full ime at KHJ and
part time at Radio Recorders until April,
1941 whenlwashired by James A. Miller
to set up a recording facility in Holly-
wood at 7000 Santa Monica Blvd. Mr.
Miller was president of Miller Broadcast-
ing System, a very successful New York
recording studio, that used his invention
—the Miller-Phillips optical recording
system. This system had an electro-
mechanical recording head with a V
shaped sapphire stylus that would cut a
variable area groove on a chemically-
treated, thin strip of plastic tape. Play-
back was by a motion picture type opti-
cal light and photocell. The studio was in
the early stages of operation at 7000
Santa Monica when war was declared.
Miller left to join the Signal Corps. I was
asked to dispose of the business, so [ ar-
ranged for Radio Recorders to take over
the building and equipment.

Bonzai: Was that when you joined
themn?

Bryant: No, [ was hired by NBC as a
mixer and ended up mixing radio shows
for people like Jack Benny, Bob Hope,
Amos 'n’ Andy, Kay Kayser. This was in
1942, '43, '44—the big days of radio,
and because it was wartime, we were out
on the road a lot broadcasting from mili-
tary bases. We had big bands, sound ef-
fects and lots of action. You really had to
know what you were doing, and you had
to be alert and aggressive. Working with
the Jack Benny show was great. Because
there were so many sound cues, the mix-
er had to be a real part of the team. I
spent many hilarious times in hotel rooms

(Right) Bryant with comedian Jack
Benny, circa 1960.
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others during a
session in 1948.

Tyrone Power (center) and
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We asked Tony Mitchell, deputy editor of one
Britain's foremost music papers, Sounds, to
erview Trevor Horn about the Synclavier.

CHELL: The name of Trevor Horn is synony-
us with state-ofthe-art record production on
th sides of the Atlantic. From his early ventures
h Buggles {remember ‘Video killed the Radio
r?) to his association with megastars Yes, from
to current chart favourites Frankie Goes To
llywood, the story of Trevor Horn has been one
unrivalled success.

And yet, far from wrapping himself in the
rt of smug confidence that often accompanies
ch achievement — far from being satisfied that
s found a formula that'll enable him to sit on
set of solid gotd laurels for years to come, he
ntinues to pursue a particular vision with quietly
hergetic determination. His vision is of a totally
aw kind of music, and it takes him on dangerous
&t exciting journeys into the unknown, where
sser mortals still fear to tread.

Needless to say, technology has played a
tal role in the realisation of his ideas. But one
ece of technology in particular lays claim to a
ary special relationship with Mr Horn. It's called
ie Synclavier.

“Lanalyse what
somebodys dream is
then make it come true”

On the surface, the Synclavier, bristling with
anks of red LEDs, looks like a keyboard synth
ats been designed by the people who put up the
ackpool iluminations. Well, it is a synthesiser,
Jtit's also much, much more. It is, among other
ings, a very sophisticated sequencer and digital
impler, courtesy of the powerful computer
hich is its unseen brain.

Digital sampling is, of course, becoming ever
iore popular as a way of creating or recreating
oth natural and synthetic sounds, and the
ynclavier is not the only device offering this
cility. So thefirst questioninmymindas | sat with
evor Homin his eyrie of an office, highabove the
antic bustle of Sarm West Studios -
aadquarters of his ZTT label - was:

“Why did you choose the Synclavier rather
an any other supposedly comparable system?”

His answer was devastatingly direct.

ORN: “| chose the Synclavier basically because
1ad no choice.

There was nothing else to choose. The thing
at interested me most about it was not the
mthesiser side but its ability to sample sounds,
d sample them to a much higher quality than
1y other machine available in the whole world. it
as the only machine that could dowhat it can do.

| found myself quickly becoming dissatisfied
iththe kind of records that are being made using
mthesisers, and really fett foralong timethat the
ea of taking soundand manipulating itin the way
iat you manipulate film or visuals was a much
lore exciting direction. A real sound is much
10re detailed than a synthesised sound and so
ithsucha device youcanmakemuchmoreinter-
sting records that have much more detail in their
und”

ndon Tumkey 2024366  Montreal Digital Music Systems 514/284-0609 Toronto Gerr Electro Acoustios Lic,416/868-0528- Synclavier is a registered trademark of NED. Corp. Copyright 1985 N.ED

MITCHELL: “But why did you feel the Synclavier
was so good?”

HORN: “The Synclavier, being able to sequence
real sounds, gives me complete control. | cantake
any elementand put it anywhere | want it, arrange
things and control it. | can't deny that the way |
produce things, | like to have total control of the
sound”

MITCHELL: “You're talking about audio fidelity,
| presume?’

HORN: “Yes, | am. I find it lacking a lot of the time
and | love making records using a total manipu-
lation of sound. 'm concerned about the quality of
records at the moment in general. It's way down
on what it used to be back in the 60's and 70's. |
find audio fidelity lacking a lot of the time.

Other people make different kinds of
records, you know, Mark Knopffler makes really
nice records with Dire Straits and they play...
that's one thing. | don’t do those kind of things. it
doesn't suit me - unless | have people that play
like that. | do a different kind of thing. | analyse
what somebody’s dream is, and then | make it
come true - it's a different philosophy and | need
control of the sound. And the Synclavier is the only
thing that can do it at the moment”

MITCHELL: “Do you regard it then as primarilya
producer’s tool?”

HORN: “Yes - for me it is.| mean - you could take
itonstage, and| hear it stands up very well, but'm
not even talking about the synthesiser side, even
though it's quite incredible. They're doing some-
thing now with the synthesiser side that's going to
be amazing - you're actually going to be able to
recreate real sounds using the synthesiser. | think
it would be quite an incredible stage instrument
for anyone who could afford it

“Its a different
philosophy which requires
control of the sound and
the Synclavier is the only
thing that can do it

at the moment”

MITCHELL: “And it certainly looks as if it's
designed to appeal to the non-computer literate
person - the regular musicians’

HORN: “Well I never have anything to do with that
side. Even though| own oneand | knowwhat it can
do, | don't always push the buttons.

| just sort of sit there and dream the thingand
I have people that work it. But it's possible to get
a helluva lot of expression out of the Synclavier -
it's possible to do lots of things where people
would never dream that there wasn't somebody
playing the thing.

It's also possible with the Synclavier to actu-
ally play the real sounds. In fact, it's really light
years ahead of anything around because the
sound quality is so different.
~ And it goes really well with digital. 'm work-
ing towards trying to do a new kind of record and

havernsement

with the quality of it and everything, I'm getting
there gradually. | kind of make a step forward
every time”

MITCHELL: “But the question that surely begs
to be asked is: which really came first the chicken
or the egg? Were you really simply waiting for
something such as the Synclavier to do your
bidding, or was it the power the device putat your
disposal which led you to do things you wouldn't
otherwise have thought of 7"

HORN: “Well of course, this wholeidea dates back
to the Mellotron, using tapes of string sections and
the like. But when | met Malcolm McLaren and he
played me this thing where the guy was scratching
therecord,Imean, lloveit!l thought — whata great
idea! And then | thought, well, with the Synclavier
we could do exactly what they're doing - taking
bits of junk and making them into something else”

“Recordsll still be
cbout music, and thats
really all that bothers
or interests me
in the end”

MITCHELL: “What about the machine's other
facilities ~ the integral 16-track digital recorder for
example?”

HORN: “It's an amazing thing for people who are
doing demos or whatever'but Fm not into that
really. Of course, | don't need it - 'm lucky enough
to have my own recording studio”

MITCHELL: “But it would be useful if you happen
to have a Synclavier in your upstairs front room?”

HORN: “Yeah, but you see, | have very strong
feelings about getting into that area. The way
musicians are being alienated from each other
because everyone's disappearing into the
cupboard with their own instruments, they're not
interacting with each other and forming groups
andlisteningto really good musicand developing”

MITCHELL: “So you don't see yourseif using the
modem and sending your Synclavier stuff off to
distant parts down the phone lines?”

HORN: “No, not yet. People tell me it will all
happen but when they start talking about that —
when people give me the old blag about what it's
goingtotuminto -l always get kind of glassy-eyed
about it. People say we won't be having records
soon, we'll just send a bunch of numbers down the
phone.

Well that doesn't interest me because
records'l still be the same and they!l still be
about the same thing, and they'll still be about B
music, andthat's really all that bothers orinterests ©
me in the end’

For more information or a personal demonsiration, please call (3
New England Digital or one of our authorized distributors:
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New England Digital White River Jet, VT 802 295-5800
Los Angeles New England Digital 213/651-4016
New York Digital Sound Inc. 212 9774510
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UNIVERSAL RECORDERS AND RADIO RECORDERS COMBINE

Merger Opens Largest
Independent Recording
Studio Facility in U. S.

The stockholders of Radio Recorders, Rad
Recorders Equipment Company, MPTV Ser
vices. Inc. and U I R 1 2
i " ywood, Califoraia, have for
mulated a_plan for the formation o 4 tew
Halding Company be k
Universal Recorders, lnc.. which plan w
bring topether the extensive tacilities (f ¢a
company and thereby constitute the larges
independent recording srudio 10 America wath
more than half a ceatury of rec
ience

The announcement was made jointly by H
DeVoe Rea. Chairman of the Board, and G
Howatd Hutchins, President. of Radio Record
ers, and Martin Hersh, President ot
Retorders, Under the enlarged operations there
will be available for the Phonograph Rec
Industry. Adverusing Agencics. Motion |
ture, Television and Slide Film Producers, the
finese facilities for all phases of recording tape
and disc, both Stereo and Monaural, editin
and mastering, pressing. Magnet Film Reword- =
ing, duhbing. stide films, and complet «ound .
on Rlm setvice.

This announcement was made 10 conjund
ton with another of great inrercse 1o the  epment of expa
Recording Industry—namely, the unveiling
the large new studio at Sunset and Highland,
i Hollywood This studio 15 repored ro he
rthe largest and most moderaly equipped avail
able. Buile at a cost «f

dollars, the new facility 1s cspecially designed  track Stereo

PRESLEY PRESSINGS AGAIN "MASTERED”’ AT RR

h
In addivon, the plan will also enahle clients
' Wi .ar Uim eae locaffng und on, ol

SINGER-IDOL AND ENGINEER
TEAM UP AFTER ARMY STINT

Jusr out uf uniform and eager w pick up
more millions. both of Dsteners and dollars,
Elvis Presley raised RR'S prestige with the
screaming teencrs by paying us a focent visit
He recorded an album of songs from his new

Pal

Here we go . . besting the drums agam  (
about our fantsbulous Studin C. Fot friend
who ask us “What's so grear about Srudio € ¢
what does it stand for>,” we have creaced our than anything
own littlc alphabet primer <

C stands for Conglomeration—the kind of jobs ¢

we han

C srands for Complete—the type of service we

ds 1

offer
C sunds for Complex—the type of prohlems
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meduately for shipment to disc jockeys all over
the country, plugging the picture “Tall Story,
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This wasa't his first call on us, hut it was
one of the happiest, as the lad was never in
berter  voice—sidebusns or no, Nothing in
this uncertain husiness could be more certain
than that Elvis 15 scheduled for a whole slew
¢ BIG MITS in his next efforrs for RCA

8 In the above photo you see the armys most

famous secgeant with RR's own Thora Norgar
f* was Thorn who engincered his populac
album hefore Elvis was inducted into military
scrvice. Whatever chese geademea produce to-

“On and Off the Record'’ was a reqular newsletter put out by Radio Recorders

in the '50s and early '60s.

going through script readings with Jack
Benny and cast members Mel Blanc,
Don Wilson, Dennis Day, and the guest
stars.

It was during one of Jack Benny's
shows that I thought of the idea for one of
my first gadgets—a foot switch gain con-
trol for reducing the P.A. sound volume
to prevent feedback. This control was us-
ed every time | wanted to greatly in-
crease the audience reaction micro-
phone sound level without danger of
feedback. Since this procedure was not
authorized, I had to keep it a secret and
be very cautious. People would ask me
how I was getting such good audience
reaction and [ would just tell them it wasa
gift and brushed it off. It backfired on me
once in Vancouver when Jack spoke a
line and couldn't hear himself onthe P.A.
He had to repeat himself but it worked
out all right.
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Another device that | used on re-
mote broadcasts was a simple equalizer
that reduced feedback, and permitted a
much louder sound level from the P.A.
system in the auditorium. This unit had
no relation to the foot switch.

An enjoyable part of broadcasting
from large auditoriums was hearing the
echo that enhanced the orchestra sound.
At the NBC studios we had echo cham-
bers but could patch up echo on only
one microphone at a time or patch up the
console for overall echo with no way to
vary the echo from individual micro-
phones. This system was inadequate for
a recording studio so [ decided to devise
abetter system, which I did after [ return-
ed to Radio Recorders.

Bonzai: So how did you finally end up at
Radio Recorders?
Bryant: Well, business at Radio Record-

ers had steadily increased after they
moved to Santa Monica Blvd. In
Septemnber 1944 they made me an offer
to become a partner. [ accepted the offer
and resigned from NBC.

Shortly after joining Radio Record-
ers we built an echo chamber and incor-
porated my new idea for echo send. We
modified the 12 position mixer consolein
Studio B by installing additional jacks
wired to hybrid coils and a simple, exter-
nal, six position mixer. This mixer was
placed over the patch bay. The output of
any six microphone preamps could be
patched in the new mixer. Direct sound
and echo sound was balanced indivi-
dually by the faders in the new mixer and
sent to the echo chamber. This new in-
stallation was a great success. We soon
found it necessary to build additional
echo chambers and modify our other
studios for the same system. Eventually
people figured it out and used it in their
operations. However, we were the first
ones to have a console with separate
echo sends.

Another project was the develop-
ment of a simple 600 ohm, low loss, 16
dB equalizer. This was needed on all of
our 30 disk turntables. These tables were
used constantly during the editing and
re-recording of more than eighty hours
of recorded shows for Armed Forces
Radio. We also used this equalizer with
individual microphone circuits in all
subsequently built studio consoles.

Bonzai: You must have built most of the
equipment in those days?

Bryant: Oh, yes. Today you can shop
around and buy almost any equipment
you need, but in those days you had to
build it. There were some stock consoles
built by people like Gates Radio, Lange-
vin and Altec—small mixers primarily
used for broadcasting or P.A. systems.
And there were a few manufacturers,
like RCA and Western Electric that made
motion picture type equipment, but out-
side of that we didn't have much for
recording studios.

Bc%nzai: When did tape recording come
in?

Bryant: After the war, and we were one
of the first studios to jump on the band-
wagon. We had quite a few different
models: Rangertone, Magnacord, and
Presto, but Ampex made the only one
that was 100% professional. It was the
Cadillac of the industry and cost about
$4,000. We worked very closely with
Ampex and had about 20 of their ma-
chines by 1960. Through a series of
trades we even ended up with the re-
corder that had serial number 1. We
were the largest user of Ampex in the city.

Bonzai: What changes in the business

did tape make?
Bryant: Well, for the first time it was easy
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to edit. People could make mistakes and
you could stop without wasting a disk.
We were doing a lot of music recording
as well asdrama and comedy for radio—
shows like Red Rider and Fibber
McGee and Molly. Also music for sev-
eral TV shows.

Bonzai: When would you say that Radio
Recorders was most successful?
Bryant: Oh, all through the '40s, 'S0,
and early '60s. By the early '60s many
changes in ownership had occurred.
Brundage left around 1950. Dummel
and [ purchased his stock and we
became a corporation. Four years later
Minkler and Winters sold their stock to
Devoe Rea and Howard Hutchins. Uni-
versal Recorders and Radio Recorders
merged in 1960. The EMC Corporation
purchased the controlling stock interest.
Dummell and I retained our stock in the
company. | left in six months, Dummel
remained for several years. We were
both minority stockholder victims.
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1954.

Bonzai: Didn't Bones Howe work for
you?

Bryant: Yes, Bones must have been in
his early twenties when he started at
Radio Recorders. He was a happy-go-
lucky, eager beaver type of guy and
very diligent. He also had musical know-
ledge and he loved recording. Eventual-
ly, he ended up doing production work
and made quite a name for himself. Peo-
ple like Bones don't stay with you forever.

Bonzai: Why do you think the studio lost
its prominence?

Bryant: There were many factors that
led to the decline of the studio. We had

overexpanded with studios in several
locations, thus tying up a tremendous
amount of capital. At this time the music
industry began to change. Multitrack
recording became popular. Our large
studios were not needed as more small
groups were recording. Big band music
was no longer in. We also lost several
major. accounts in 1962 because they
opened their own facilities. At its peak,
Radio Recorders’ strength was in its
equipment, its personnel, and the ser-
vice we provided. We really went over-
board giving good service and had a
very personal rapport with our clients.

Bonzai: What do you think your biggest
contribution was?

Bryant: [ guess [ was an innovator. [ did
what was needed to help us remain the
best studio in the world.

Bonzai: When you look back, are you
happy with your career?

Bryant: Hell, yes. And I'm not finished
yet. I still do a fair amount of consulting,
and [ manufacture some useful little
gadgets. My first love was mixing,
though, and [ have to admit [ miss work-
ing with those big bands.

Dﬂ Dl 0 D'ECO DD‘E DS HOLLYWOOD 38, CALIF.

WORLD'S LARGEST INDEPENDENT RECORDING
STUDIO HAS INSTALLED NEW

BERLANT
BROADCAST
'RECORDERS

il

" This new recorder is the outstanding
buy today. its superb mechanical and
electronic design results in perform-
ance which equals or betters others
costing twice as much.

Vice President

Harry Bryant was elected presi-
dent of the AES in 1959 and is one of
many audio pioneers whose names have
drifted into the obscurity of a rather
poorly documented industry. As | was
leaving, he asked that I mention some of
his old friends and associates: Harland
Harker, Charles Lowry, Dick Rittick, Bill
Beall, Molly Slobe, Lowell Frank, Ben
Jordan, Thorn Nogar, Artie Becker, Art
Partridge, Ralph and Val Valentine,
Walter White, Gene Brown, Warren
Dace, Rose and Johnny Pallandio, Eve-
lyn Blanchard, and Josephine Bevala-
que. Also Dick Sexty and Jack Chapman.

[ ]
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A MOVE TOWARD

Hill dx2000

by George Petersen

Like every other link in the
audio chain, power amplifier tecnnology
has shown signif.cant improvements
over the years. Today, with distortion
specifications of both consumer-type
and professional units approaching a
level of unmeasureability, and iong-term
reliability at an all-time high, users are
able to tocus their selection of a power
amplifier on the sound of that particular
device, and how it meets their needs.
Orne strong trend which has surfaced
among manufacturers is a virtual race
towards designing higher-powered units
in increasingly smaller packages. As an
example, several models with power
outputs in the one-kilowatt range that are
packaged in chassis weighing under 25
pounds are currently available.

In achieving this goal, a variety
of approaches have been taken. Some
manufacturers have embraced the more
radical technology of digital amplifica-
tion and switching systems in their de-
signs; others have worked with some of
the newer output devices on the market;
while others have chosen to refine more
conventional designs. We talked to a
number of amplifier manufacturers
about their design philosophies and how
these are affected by the trend towards
compactness.

Carver Corporation, a well-
known name in the field of compact, high
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power amplifiers for the hi-fi industry, in-
troduced the PM 1.5 model designed for
the professional user a year ago. Since
then, the 3%-inch high, 2i pound unit,
which is rated at 450 watts per channel
into eight ohms, has proven itselt on the
rigorous touring schedules of the likes of
The Jacksons and Bruce Springsteen.
Clair Brothers, the sound company that
did both tours, worked clesely with the
amp's designer and company president
Bob Carver with prototype testing and
assisting with their advice based on years
of practical xnowledge of what they
wanted to see in a power amplifier.

Bob Carver actually began
thinking about the concept of an ultra-
compact amplifier years ago, when he
was with Phase Linear, a company he
founded. "I remember seeing these big
amplifiers coming down the assembly
line,” Bob recalls. “The old Phase Linear
amplifiers had the power transformer
mounted on the left side and if you
picked one up by the front handles, it

would tend to twist out of your hands, be-
ing very side-heavy. | wondered if there
was a way to lighten them up, and | want-
ed to design an amplifier that a normal
human being could lift. I thought it would
be a successful product, but it took
several years before | was able to solve
the problem related to the weight of the
power supply.

"Most of the weight in the old
technology amplifiers is in the heavy
power transformers. | felt there had to be
a way to make the power transformer
smaller, which could be done by making
it operate at higher frequencies, but |
wanted to make it operate at 60 Hz. That
would keep the cost down and make the
circuitsimple. This is where the magnetic
tield power supply comes in—it operates
with a very small power transformer at
60 Hz, and the power is controlled on an
as-needed basis.”

Carver sees the future of the
amplifier industry as a changing, con-
stantly evolving field: “Within the next
two years, [ guarantee there's going to
be an eight-pound, 1000 watt amplifier.
Somebody’s going to do it. It'll have so
much power in such a small package that
professional users won't even consider
the weight and bulk any longer. As the
weight and bulk comes down, implicit in
that is an increase in efficiency and a sim-
plification of the circuits themselves—not
in terms of complexity, but a simplifica-
tion in terms of exotic-ness. With modern
integrated circuits, complexity comes
almost for free: the work is up-front, gen-
erating the first circuits, but after that you
can punch them out like cookie cutters.
But exotic-ness is expensive—lots of me-
tal, lots of steel, lots of copper, lots of
moldings, lots of expensive big power
transistors—and things like that will be-
come a thing of the past. Amplifiers are
going to be almost like giant integrated
circuits: extremely efficient, and very,
very smart, with a lot of intelligence in-
side the amplifier."”

“There's no mystery in building
a reliable amplifier these days—every
amp on the market is reliable—but I
question those who are jumping into
switching technology just for the sake of
saving some pounds,” comments Wayne
Freeman, of Soundcraft, who introduc-
ed their first line of power amplitiers at
last fall's AES Show. The amplifiers utilize
a combination of MOSFET and bipolar
devices in the output stage and can res-
pond to short peaks at five to seven times

Carver PM-1.5
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Soundcraft SA-150

their rated power.

“We have gone with what we
call ‘pulse power’ design,"” explains Free-
man, "which is the ability of a physically
small amplifier to respond like a much
bigger amplifier for a short period. For
example, our SA150, a single rack space
amplifier, is rated at 85 watts per chan-
nel, yet for a 5ms duration it will deliver
450 watts. This is due to our power sup-
ply design, the large filter capacitors,
and the fact that we use a feed-forward,
rather than feedback design. This allows
a real time, self-adjusting output stage
that reacts in real time to something that's
happening, rather than things that have
already happened.

“We have chosen to stay with a
conventional approach in power supply
design because of the difficulties en-
countered with these new high-speed
switching supplies which switch in ex-
cess of 100,000 times a second and can
cause pulses, RF radiation, and RF distri-
bution through the system. Ten years
from now, 1 think a kilowatt amplifier will
fit in a cigar box-sized package,” Free-
man predicts, “and at that point, switch-
ing amplifiers will be reliable and free of
the external radiation difficulties today's
switching amplifiers have. There's no
question that it will happen.”

Peavey Electronics offer their
customers a choice of both conventional
(their CS-series of Class AB amps) as well
as digital amplification (their Digital
Energy Conversion Amplification,
DECA series). Peavey's DECA line cur-
rently consists of the DECA 700 and
1200 amps, with 350 and 600 watts per
channel, respectively. One interesting
note is that the 1200 model, to be re-
leased this year, incorporates a digital
power supply and weighs seven pounds
less than the 700, while both are built in
the same size package.

Design engineer Skip Taylor

explained the workings of the DECA de-
sign theory: "Basically the DECA is a di-
gital power amplifier. We take the analog
input signal and convert it into a digital
representation. Amplification is done di-
gitally, with saturation devices that are
full-on or full-off, and control the current
of the load. Then we change the digital
representation back into an analog re-
presentation. It's a variation of the switch-
mode theme in that the devices are either
full-on or full-off, but the similarity ends
there. We tried the standard Class D
switchmode approach in its purest form
several years ago, but couldn't get the
performance we wanted out of it, so we
came up with a slightly different
approach.”

When asked about the chances
of digital power amplifiers eventually
gaining a strong foothold in the industry,
Taylor replied, "I think so. It's headed in
that direction, but the current state-of-
the-art does not let you get those esoteric
audiophile specifications in digital that
you can in analog, but that is technology-
bound right now. Better technology and
better devices will allow better pertor-

ter transient response, better low-end
response, and very good open loop
characteristics with no feedback.”

Another company that is exten-
sively involved in the design of ultra-
compact amplifiers is Power U.S.A.,
whose switchmode Mach 205 delivers
500 watts per channel from a single rack
space cabinet weighing only 15 pounds.
Company president Frank Dinges ex-
plains some of the problems inherent in
traditional designs: “The technology of
classic amplifier designs, whether you
use vacuum tubes, transistors, or
MOSFETs, is limited to an efficiency of
40-50 percent at best. The technology of
our switchmode amplifier is theoretically
99 percent efficient. The prototype unit
we showed at last fall's AES Show was 90
percent and the production models will
be 95 percent efticient.”

According to Dinges, the switch-
mode design, which he designates as
Class As, operates by converting ampli-
tude into time, and time into power. “It's
essentially similar to a digital delay sys-
tem, when it tracks an incoming sine
wave and digitizes it by applying a value
toit. However, the amplifier converts not
into memory, but into a unit of time pow-
er and provides a pulse of DC—appro-
priate to the polarity —to the load relative
to the amplitude of the sine wave.

Peavey DECA 1200 Digital Energy Conversion Amplifier

mances in digital amplifiers in the future.
But digital amplifiers today have better
audio performances in terms of listening
—they have several characteristics that
are not present in a Class AB design: bet-
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“What we have,” he continues,
“is an amplifier which can deliver massive
amounts of power in very little space, that
overcomes all of the hinderances of clas-
sic amplifiers. Things such as TIM (tran-
sient intermodular distortion), which oc-
curs when a very slow output stagetriesto
follow a relatively fast input stage, do not

- exist in the amplifier. In the case of the

205, the output stage switches at 10,000
volts per microsecond—it's impossible to
even read the TIM content of it.”

One more interesting aspect of
Power's switchmode design is the use of
their proprietary “ultra-linear modula-
tion" which maintains the amplifier's dis-

Two stereo Soundcraftsmen PCR 800s
mounted in PC-X2 rack adapter.
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tortion characteristics in a linear fashion
that doesn't change with frequency or
power. “The result,” Dinges notes, "is
that we get the sound quality of a Class A
tube amplifier. Actually ours is a pulse
width modulation amplifier and that
technology has been around for about
20 years, but the componentry to do it
has not. We first showed our amplifier in
Paris in 1980, and it would have cost
about $15,000 to produce then, but now
the projected price is about $2,000."
Like most designs, the switch-
mode concept has both advantages and
disadvantages. An obvious plus is the
weight savings: twelve Mach 205s in a
36-inch roadcase provide 24 channels

Crown Micro-Tech 1000

of 500 watt amplification, which would
weigh under 225 pounds including the
case. An equal amount of power based
on conventional amplifiers could easily
approach a ton or more, an important
consideration in touring sound applica-
tions. However, Dinges is quick to admit
that the switchmode technology is not
ideally suited for every situation: "The
problem with switchmode technology at
present is that it is not economical in low
power applications: to make a dual 75

watt amplifier in switchmode is not an .

economic reality—bipolar technology
still prevails in the low power areas.”

The Soundcraftsmen PCR
800X2 is a unique entry in the field of
high power, compact amplification,
since it is a 5%" rack unit housing two
separate stereo amplifiers which can be
used as four 205 watt amps or as a dual
600 watt amp in the bridged mono
mode. The amplifiers can be removed
from the rack face and used separately,
forming two PCR 800 units.

Company VP/design engineer
Paul Rolfes said the design goals for the

project involved creating “a physically
small amplifier that had 200 watts per
channel and was capable of continu-
ously supplying full amounts of power
for extended periods of time. One of the
problems in designing a power supply
for such an amplifier, is that when you
reduce the load, the voltage goes up on

power from the power line, and conse-
quently controls the voltage of the power
supply at a constant value.

“In order to keep size and
weight down, we wound the transformer
as a Class B insulation transformer,
which allows it to run safely at tempera-
tures as high as 140 degrees Centigrade.

the power supply which causes prob-
lems with higher voltage stress in output
devices. The solution we chose was what
we call 'Phase Control Regulation’. We
are constantly monitoring both the posi-
tive and negative power supplies to de-
termine how much power we need to
take from the power line at each half-
cycle of AC. As the amplifier goes
towards lighter loads, it demands less

Then we built a thermal sensor into the
windings of the transformer, so if it
begins to approach that temperature, we
reduce the supply voltage and gradually
retard the amp's power handling capabi-
lity to keep it within the safe range of the
transtormer. Having a two-speed fan in
there also helps to get the heat out and
helps keep the amplifier's size down.”
“Were not really concerned

“The ability to dissipate heat is predominantly
the limiting factor in amplifier design.”
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about this trend toward more and more
compact power amplifiers,” says Bry-
ston chief engineer Chris Russell. "From
our experimentation and understanding
of the laws of physics, we've found that
there's no such thing asa ‘free lunch’. We
haven't gone in that direction for a
couple of reasons—one is simply the
audibility of the artifacts that can occur
when you go into that packaging and
power supply concept. There are meth-
ods of deriving greater thermal and
packaging efficiency while still generating
a large amount of measured power, but
we have always found that those have a
listening pricetag that you can hear.”

Bryston 4B
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‘000’ Series power amplifiers

AMS (20Hz - 20kH2) both channels bridged mono

( ‘ \ DX 1000 37578 600/4 800/2* 1200/3

DX 1000A 50078 80)/a 1000/2* 1600/3

DX 2000 400v8 600/4 1000/2 1500/1° 1200/3 2000/4

DX 3000 550Y8 900/4 1500/2 2000/1.5* 1800/8 3000/4

THD (20Hz - 20kHz) : C.08% within rated power IMD SMPTE : 0.002% within rated power

Hill Audio, Ltd. ® Hellingbourne House, Hollingbourne Kent. ME17 1Qu, England @ {062 780) 555/6/7 ® TLX 966641 HILL

. L3 Hill Audio, Inc. ® 231 Marquis Court, Lilburn, GA 30247, U.S.A. ® (404) 923-3193 @ TLX 293827 HLAD
Hill Audio
A Headwater industrie ; ® 635 Caron Avenue. Windsor, Ontario, N9E 588, Canada e (519).256-2454
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You put everything you got
into making your recor
the best it can be.

But before everyone hears your
work, they’re going to see it. Let the
quality of your graphics reflect the
excellence they can expect to find in
your music.

Stoughton can provideall of your rec-
ord-related printing needs in one
stop. Top-quality lithography and
fabrication of jackets and sleeves for
both albums and 45’s, single or
multi-color. Labels in all sizes and
styles, including picture disks. And,
of course, posters and any other
graphic material you may need to
promote your product.

If it’s worth doing, it's worth doing
right. Come to the source.

stoughton prInting co.

130 N. Sunset Avenue, City of Industry, CA 91744
From Los Angeles: {213) 686-2753
(818) 961-3678

Quuality Printing For The Record Industry Since 1965

€ 1983 Stoughton Prinung Co
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In A/B tests, this tiny condenser microphone
equals any world-class professional microphone.
Any size, any price.
e ———

Actual Size

compare the Isomax Il to any other

microphone. Even though it mea-
sures only 5/1s” x %" and costs just
$189.95," it equals any world-class
microphone in signal purity.

And Isomax 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!).
Isomax 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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Bryston's top model, the 4B, of-
fers 250 watts per side into eight ohms
(800 watts bridged into eight ohms) and
is housed in a 5%" rack mount chassis,
hardly what anyone would describe as-
oversized. Yet the race towards com-
pactness has never really been one of the
company’s main objectives. “We have
moved in some small directions towards
reducing the physical size of our ampli-
fiers, in terms of eliminating useless air-
spaces and such,” Russell notes, "and
there are obvious advantages to the light-
weight designs from a utility point of view,
but we aren't in that market. We want to
make amps that are musically accurate
first, with a mind toward utility admitted-
ly second.”

The "000" Series from British
manufacturer Hill Audio represents that
company'’s entry into the field of com-
pact, yet high-powered amplifiers. The
top model in the series, the dx3000,
packs 550 watts per channel at eight
ohms (stereo) or 3000 watts at four ohms
in the bridged mono mode, into a three
unit (5% ") high cabinet. Dave Ash, presi-
dent of the company’s U.S. branch, feels
that particular model aptly demonstrates
how the basic limitations of amplifier de-
sign apply ina practical sense: "The abili-
ty to dissipate heat is predominately the
limiting factor in amplifier design. Now
we can get over 5000 watts out of our
dx3000, but we can't cool it such that we
could market it as a 5000 watt unit,
because it would thermally shut down at
that level. At 3000 watts, we can run it
day and night without any problems, so
the amplifier's thermal dissipation is the
limiting factor.”

Ash says the amplifier's combi-
nation of both new and older design
ideas makes the series fairly unique.
"We've converted tube technology and
utilized it in the transistor field. We put a
transformer-coupled driver stage in the
amplifier which gives a more linear res-
ponse and keeps the negative feedback
down around 20 dB. The other major ad-
vantage of using transformer coupling
on the driver stage,” Ash continues, “is
that it interrupts the DC voltage chain. At
that point you actually eliminate the cir-
cumstances by which you can dump DC
onto a speaker—the amplifier can run
safely without the need for protection
devices in the audio path.”

Eventually, Ash sees manufac-
turers going in the direction of building
switching-type power supplies, but
doesn't feel this will occur in the near
future. “At this point in time, the compo-
nent side of the technology doesn't really
exist to do it efficiently in a small package
yet. Once very high-capacitance, yet
small-packaged capacitors become
available and other components come
down in price, then switching power
supplies may become the norm and we
might start seeing 2,000 watt, single rack
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We’re More Than Just a
Big Fish in a Little Pond.

For the ultimate in professional audio and
audio post-production equipment and consultation.

24166 Haggerty Road
Farmington Hills, MI 48018
; (313) 471-0027 994-0934 - Ann Arbor

; als
qudio profession
the
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Spectra Sonics
Model 701 amplifier module

Every time you hire a production facility,
it happens.
COLD FEET.

Next time, call ARDENT. We're still knocking
the socks off the creative directors, broadcast
managers, and producers who incorporate our

talents and facilities into their productions.
ARDENT. Taking sole responsibility for
your next happy ending.

* One inch video tape production and aditing
¢ 16mm and 35mm film production ¢ lkegami EC 35 ¢ Ultimatte 4
Chyron IV Graphics » NEC E-FLEX digital effects e Steadicam
® 24 track & 46 track studios ¢ Automated mixing
* Neumann Mastering Equipment

— — —— — o— —
F—— S . —
A — - S w—— w1} —-—
AN S — Y —]
ANYTEER IR UED R amy == - -

2000 Madison Avenue « Memphis, TN 38104
901-726-6553 / 901-725-0855
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space amplifiers.”

Crown International introduced
their Micro-Tech 1000, a compact (3%2"
high), high-powered (1000 watts in the
bridged mono mode into one or four
ohms) last fall, and according to com-
pany spokesman Bruce Bartlett, “the
response to the amplifier has been very

good so far. It seems to be what
everybody wants: an easily portable
amp that doesn’t take up a lot of rack
space, yet is powerful and isable to drive
low impedance loads.”

The Micro-Tech uses a patented
grounded bridge design, which allows
extreme voltage swings without putting
the output transistors in series, resulting
in low distortion and greater reliability.
Heat dissipation can be a problem in
such ultra-compact units, and Bartlett
added that “extra attention must be paid
to heat sinking and air cooling systems.
The Micro-Tech 1000 also uses our
ODEP (Output Device Emulator Protec-
tion) circuit which analyzes the tempera-
tures and performance of the output
devices, and prevents overheating by
reducing the output until the tempera-
ture is corrected. Another unique temp-
erature compensation feature is the re-
versible airflow fan, so the forced air
direction can be changed to work with
existing fans that many people build into
their racks.”

While Spectra Sonics have
maintained their philosophy of modular
power amplification over the years, their
approach fits in well with current stan-
dards of compact, yet high powered am-
plitiers. The company's system is based
on the Model 701, an 80 watt amplifier
card (which puts out 160 watts when
used in the bridged mode with another
701) which is inserted in a card frame
that holds up to eight modules. The
system’s power supply is contained in a
separate 5%" rack unit that can power
up to 32 modules. Spectra Sonics also
makes crossover modules that fit into the
system, for bi- and tri-amplified applica-
tions.

Company spokesman Bill Che-
ney says the Spectra Sonics philosophy
is "having compact power with tempera-
ture stability, extremely low-noise, and
good performance in a system where you
can increase the configuration and
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power by plugging in another moduleand
bridging it. Several kilowatts can be fit-
ted into less than 18-inches of rack space,
and in one system we set up, we got 11
kilowatts in a 48-inch rack, which includ-
ed the amplifiers and power supplies.”
QSC Audio products, of Costa

QSC Series Three, Model 3800

Mesa, CA, is an amplifier manufacturer
which has channeled its resourees in the
direction of refining conventional de-
signs. QSC's top model, the 3800, deliv-
ers 360 watts per channel into eight
ohms, or 1700 watts bridged into four
ohms. The 75-pound amp is built into a

5Y4" chassis and uses a total of 40 output
devices.

"I don't think anyone could dis-
agree with the desirability of lighter
weight, higher output amplifier pro-
ducts,” comments QSC's Greg Hock-
man. "We've gone about as far as one
could go with a conventional design.
Our 3800 amplifier is very popular with
touring companies and there are 80 of
them on tour with Iron Maiden now, ina
system with 96 Turbosound TMS-3s and
48 of their 24" subwoofers.”

"We're quite successful with our
amplifiers, but we're also looking at
MOSFET designs, switching supplies—
we're constantly in R&D. But right now,
we feel the conventional Toshiba devices
we're using have some advantages over
MOSFETs. I don't think anybody ex-
pects amplifiers to be analog ten years
from now: we're heading towards the di-
gital age, and once the digital consoles
become more common, then the rest of
us in the audio chain will have to follow
suit. Ultimately, it's more bang for the
buck inasmaller box." ]

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
meno 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 1S COMPLETELY ELIM-
INATED in the design. Total weight is under
40 Ibs. 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 Bridgin
craftsmen Model
at $89.00.

Adapter, Sound-
B-1, 'is available

P e

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

@

2200 So. Ritchey, Santa Ana, California 92705, U.S.A./Telephane {714) 556-6191/U.S Telex/TWX 910-595-2524 - Internationa Telex: 910-595-2524/Answer-back Code SNDCRFTSMN SNA
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at 1he Kanch, New York

The AMEK M-2500

can be configured for applications in music
recording and stereo video teleproduction.

All AMEK consoles are built with the finest
components and are entirely hard-wired -
even the patch bay. By avoiding high-
speed manufacturing techniques and other
short cuts, you're assured of superior
performance and that consistently
unbeatable AMEK transparent sound.

36 to 56 VCA Inputs

36 to 56 In-line Monitors

24 to 48 Outputs

4 Band Variable Q Parametric EQ
Variable Hi Pass/Low Pass Filtering

6 EFX Sends

VU or 40 segment PPM/VU LED Metering
Patching to over 1000 points

10 VCA Subgroups

Solo in place

Two Line Inputs per channel
Differential or Transformer Balancing
Full Master Status Switching
Automation compatible with
MasterMix, Massenburg, Arms,

and Optimix

-
\ AMEK M-2500 at
b, The Ranch
/ ... : ™~ 37 West 20th Street
.... New York, NY 10011
By (212) 741-0784
.. *
Seny

AMEK

Call or write for more information about
AMEK’s complete line of consoles.

In the US: AMEK CONSOLES, INC.
10815 Burbank Boulevard, North Hollywood, California 91601
Phone (818) 508-9788 ¢ Telex 662526

In Canada: AUDIO CONCEPT
3400 Losch Bivd., Unit 14, St-Hubert, Québec, Canada J3Y 5T6
Phone (514) 445-2662 « Telex 05-268728

In the UK: AMEK SYSTEMS & CONTROLS, LTD.
Islington Mill, James Street, Salford M3 5HW, England
Phone (061) 834-6747 - Telex 668127
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has jllSt gotten better NecamY6.

Picture courtesy
Atlantic Studios, N.Y.
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The challenge: Take a technological triumph, Necam I, a i } llback. With or without updates.
computer-assisted audio mixing system, and make it better ‘ J? \“ they need to be automatically—
by making it faster, more informative, more intelligent and no P-BC e }) )pariso qied. Sophisticated effects

loaded with exciting features. build up a snap.

The result: Necam-96 * Smart Keys: Ourhuman engmeercd software is the fastest
* Incredible speed: Feather-touch sensitive faders eliminate ever developed to eliminate repetitive keystrokes.

hundreds of intermediate steps for lightning-fast operation. + Technological Sophistication: Necam 96 will interface

* Total Information Color Video Display: Our
high-resolution display tells where you are at a
glance, including time code, mix names, event
times, scene changes and more: all labels, mutes,
stores and events can be rapidly changed.

with any synchronizer as master or slave; read
SMPTE time code, foot/frame counts, or even
tacho pulses.

Take the next step. For further information call
Neve at (203) 744-6230 or write:

Demand Neve

RUPERT NEVE INCORPORATED: Berkshire Industrial Park, Bethel. CT 06801 (203) 744-6230 Telex 969638 » 7533 Sunset Blvd.. Hollywood. CA 90046

(213)874-8124 « RUPERT NEVE OF CANADA. LTD. represented by: Sonotechnique, 2585 Bates. Suite 304, Montreal, PQ. H3S 1A9 Canada (514) 739-3368

Telex 055-62171 « NEVE ELECTRONICS INFERNATIONAL, LTD. Cambridge House. Melbourn, Royston, Hertfordshire. SG86AU England Phone (0763)
60776 « RUPERT NEVE GmbH: 6100 Darmstadt BismarcKstrasse H4, West Germany Phone (06151) 81764.




VIDEO PRODUCTION SUPPLEMENT

Editor Eric Santacroce at work in edit suite
Mix A at Atlanta, Georgia's Crawford Post
Production. Screen left: Ampex AVC-33
digital switcher; Right of Eric’s face is
Ampex ACE Touch Screen edit controller;
Audio console, Logex-8; (through window)
Ampex VPR-3s.

CONTENTS

V56 Video News by Mia Amato
V60 TV Producer Chris Bearde by David Schwartz
V64 Music Video Production: The MVP Awards by Lou CasaBianca
V68 Finding the Music Video Dollar by Neal Weinstock
V72 Producer’s Desk: Gary Remal by Nick Pasquariello
V76 Audio Applications: DBS by Ken Pohlmann
v84 Kort Falkenberg’'s Reel Magic by Jane Greenstein
v8s The International Interactive Communication Society by Elizabeth Rollins
Voo Video Calendar by Carole Berkson
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V106  Soundcheck for the Grammys
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APRIL 1985 R V55



‘I-............‘
T T T

[ TTTTTTTT T
rs.............,

»
~may

lilllllhl..llL-

- -
-

.o
5 B
= s
L -
"™
& m
-
by Mia Amato
VIDEO “SYNTHESIZER” FROM
FAIRLIGHT

Looking at what's new in video
“special effects” is a big treat each year at
the NAB (National Association of Broad-
casters) show. This year Fairlight, mak-
ers of the renowned CMI audio synthe-
sizer, have entered the realm of video
with a digital effects product.

Fairlight's Computer Video In-
strument, or CVI, is a real-time video
“synthesizer” combining a paint systern
with digital effects in a small and eco-
nomically-priced package. Designed
around a frame store, this modest con-
sole has ten faders to control hue, satura-
tion, color vaiue, pans, zooms, and blow-
ups of an input video image in real time,
plus a drawing tablet. A variety of paint
and draw menus control brush width,
texture, and color. No computer pro-
gramming is necessary—the user can
both select a menu, a color, or draw
directly onto the tablet using an electron-

ic stylus or even a fingernail.
Price for the CVI, with both

V56 "™
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RGB and composite video outputs, is
$6,500. According to Joe Newman,
director of operations for Fairlight, a
video product is not unusual from a com-
pany known forits audio gear. “Actually,
the company actually started in Australia
doing research and development for
video equipment fifteen years ago,” he
points out.

"A lot of software is still to be
written,” headds. "Everybody who buys
one will be given software upgrades for
up to a year."”

Some several dezen units have
been ordered by both audio and video
studios since the CVI's debut at the AES
show last fall. Demonstration units have
been installed at Fairlight's New York
and Los Angeles offices; it is also avail-
able in LA through “sister company”
Village Recorder.

The company has aiso loaned a
CVI to video artist Kit Fitzgerald,
whose rock ciip work includes a con-
ceptual video done to the Doors’
“Strange Days” for MCA. “She's helping
us with some of the applications for spe-
cial effects,” Newman explained.

Tour support company TASCO
received their CVIin January, and plans
to use it for production of in-house pro-

mo tapes and will take it, case-mounted,
on tour. “We're still learning it,” com-
mented Jay Gedankin, who handles
video and special effects for TASCO.
“I'm very happy with the unit. For what it
cost, it's a very powertful unit.” Gedankin
said the CVI will go on the road in combi-
nation with two Hitachi SK-91 cameras,
Grass Valley switcher, CEL digital ef-
fects unit, and GE 15’ x 20’ projection
system. He will also be "utilizing the paint
capability for things like flow charts” on
videotapes produced for other music in-
dustry clients.

Although the device handles
pixellation, digitization, and other often-
used video effects, image resolution is
not as high as with the more pricey digital
devices offered by competitors. New-
man says an upgrade to higher resolu-
tion for graphics and titling will be avail-
able soon, as will an interface so the unit
may be externally programmed by a
personal computer.

The production was "1 Got
Lucky,” a $120,000 clip shot in 35mm
for EMI and the Greg Kihn band. Direc-
tor Joe Dea’s fourth epic fantasy in the
life of Citizen Kihn is storyboarded to in-
clude a giant gorilla, Kihn's manager
Matthew Kaufman as the “evil subma-
rine captain,” and numerous Ultimatte
and Quantel Paintbox special effects. In
jeans, carrying a can of cola, producer
Juanita Diana walked calmly through
the now-routine series of small disasters
that make the life of a video clip producer
so. . . well, interesting.

"There are a lot of elements but
Joe's been real good at prioritizing the
shooting schedule,” Diana noted. "We
were on location yesterday with wires on
the street and boards covering the wires;
we did okay until a lowrider came by and
caught his muffler in the boards, tearing
up the boards, so we had to wait fora tow
truck and pay for that,” she added wryly.

Her company, Video Caro-
line, has gained a national reputation for
its smooth handling of quirky, fantasy-
concept promo clips—rounding up 50
Devo outfits for Shooting Star in Law-
rence, Kansas, coming up with real and
fictional celebrities for crowd scenes as
in Jefferson Starship’s "Layin' [t On The
Line,” or duplicating the Land of Oz,
complete with Dorothy, for Greg Kihn.

Juanita Diana grew up in a sub-
urb south of Chicago. Video literacy was
acquired at Videowest, when it was still
an all-volunteer San Francisco produc-
tion company.

"I was working nine to five at
KPIX-TV as secretary to the general sales
manager,” she recalled, "and from six in
the evening until two in the morning |
learned how to edit, how to produce.”
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(L to R): Juanita Diana, producer; Mari Winsor, choreographer;
Joe Dea, director.

She left her day job when MTV cantract-
ed with Videowest to supply weekly
“music news” segments, and went on to
produce Videowest series Take Off for
USA Network and Test Tube, which
aired on San Francisco PBS aftiliate
KQEDIV.

With Take Off co-producer
Mike Feeney, she started Videc Caro-
lne “on the strength of one $15,000
video” for The Call. She's now working
on buagets in the six-figure range with
airectars such as Ed Griles, Pat Kri-
wanek, and Joe Dea.

"As a producer, if anything
goes wrong, it's your fault, you have to
pay forit,” she explained. " try to evalu-
ate each job in terms of not only the bud-
get—does the money cover the costs of
the concept—but also ir: terms of risk for
loss of reputation, risk in terms of pushing
your crew too hard.” She has turned
down iobs when she feels a concept may
wind up beyond its budget.

"One really good thing is this
Music Video Producers Association
that's come along,” she added. “Their
handbook is very useful in contracting
and covers a lot of the pitfalls in this busi-
ness.” Her own advice for other produc-
ers: "Make sure you've got a nice fat con-
tingency in the budget becanse you
never xnow what's gaing to happen.”

She also advises, "Be absolutely
straigrt with your crew. Of course, they
den't need to know all the politics . . . if
samething goes wrong, I'd rather just
deal with it myself and not upset the
crew, because it will cost me in down
time if the crew gets upset.”

Her own goals include getting
into commercials. The company recent-
ly completed its first spot “with little alien
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creatures and a space ship” for a local
Datsun dealer.

“We got inte rock videos be-
cause it was the most accessible thing;
we'd been doing music programming at
Videowest, not hanging out with the J.
Walter Thompson crowd,” she said.
"Rock video was a wide open field. It still
is; I mean, The Bangles' mother directed
The Bangles' video. i really like this busi-
ness. No matter what happens on a shoot,
it's hard for me to ever be in a bad mood.”

New York's Sync Sound has
something special to offer producers
who are mixing audio-for-video: a room
with nothing in it. Owners Ken Hahn
and Bill Morino have designed their
contrcl room with just an SSL-6000
series console and lots of cushy seating.
Everything else—Ctari 2, 4, 8, 16 and
24 track recorders, one-inch VIR for
layback, Sony digital recorder—resides
in a nearby “equipment room,” and is
rented, per job, as needed by the client.

The marketing strategy here is
moduiar. Producers can book hourly
time on just those bits of equipment they
require, without paying a “room rate.”
The facility itselt saves time and money
because technicians can prepare tapes
for other sessions, strip sound effects or
make dubs, without bothering the cur-
rent client. As an added bonus, the con-
trol room is spacious by New York stan-
dards and extremely quiet.

Astute readers will note that this
is similar to the way most video post stu-
dios are laid out, with tape and mainte-
nance in a separate room. That was the
intention of Bill Morino, chief engineer of
Regent Recording for seven years. (Hahn
and several other staffers are also Regent
alumni.) Audio-for-video work done re-
cently here include remixing for Lincoln
Center’s 25th Anniversary show on PBS,
a Kool & The Gang special and a digi-
tally-recorded video project for Peggy
Lee. Additionally, the shop is posting
130 episodes of the TV series Animal
Express and spends a lot of time prepar-
ing four tracks and final one-inch video
laybacks for promo clip producers.

There's a lot more than meets
the eye at Sync Sound—Ilike Morino’s
proprietary time-code-based editing
system, built around an Adams-Smith
synchronizer, a new studio to accom-
modate budget productions. If you're in
the city, it's definitely worth a visit.

San Francisco Film-Tape Cen-
ter recently opened a 100" x 145’ x 22
feature-style soundstage. The former
warehouse space had been converted
by Carson Productions to handle interi-
ors for the TV series "Partners In Crime,”
with catwalks, partial grid lighting and
numerous flats and sets, including the in-
terior of a two-story mansion. The new
owners are Hollywood film veteran Don
Brown and set designer Jim Shumaker.

The pair have been collecting
film sets for years,
and can offer clients

Frame from "Cats” music video,
“"Rum Tum Tugger” created by Cre-
ative Concepts, New York.




Malcolm Gerrie, executive producer
of "The Tube”

everything from nightclub sets and said
mansion to an authentic Braniff airliner
interior which breaks away into four-toot
sections for shooting, plus a full scene
shop. Other amenities include a 50" x 50’
insert stage, offices, drive-in access, and
acoustically-engineered hard cyc.

If your video project is non-
commercial in content you may quality
for the Media Alliance On-Line pro-
gram, which can get you into top New
York editing facilities such as Reeves
Teletape, Broadway Video, and LRP
Video at 50 percent to 90 percent oft
rate card.

Robin White of the Media Alli-
ance stressed that the program is open
only to media artists and independents
with non-commercial projects; a peer
panel reviews each application, which
takes about three weeks. By special ar-
rangement with video studios in New
York, time is made available night and
weekends for one-inch or interformat
(%-inch to one-inch) editing, Quantel
special effects, titling, audio mixing and
layback, and film-to-tape transters—all
on state-of-the-art equipment and at real-
ly cheap rates.

The Media Alliance and its ac-
cess program are funded in part by New
York State Council on the Arts (NYSCA)
and NEA. Joining the organization costs
$20, but you don't have to be a state resi-
dent. In fact, White encourages media
artists from other states to apply and said
she'd love to talk to anyone interested in
setting up a similar editing access pro-
gram in other cities. For info and/or ap-
plications, contact her at WNET, 356
West 58th Street, New York, NY 10019.

Also in the News. . credit
Lou and Richie Vetter of NY's Blank
Tapes Studios for the $250,000 promo
clip for the Broadway musical Cats,
commissioned by the Shubert Organi-
zation to promote a national tour and or-
iginal cast albumn.

Richie V. said the five-minute
song segment, "Rum Tum Tugger” was
recorded digitally on the studio’s new
Sony PCM 3324. "The original cast re-
cording features a large orchestra,” he
explained, “"but we felt that a cleaner,
more open sound would work better for
the video.” After filming, actor Terry
Mann’s vocals were re-recorded in the
studio with synthesizers and a drum
machine, then guitar and horn tracks
were added in the final 24 track mix. Lou
Vetter credits Willie Austin of Glen
Glenn Sound (LA), David Smith of
Editel (NY) and Sid Zimet of Audio
Force (NY) for their good advice during
post: "It was very helptul to have experts
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available to answer questions based on
their hands-on experience.” David
Seeger of Today Video edited the clip
on tape; Mike Negrin did the filming.

The words "Video 45" are now
a registered trademark of Sony, by
decree of the U.S. patent office. Other
folks in the business are now calling their
lower-priced, video music cassette com-
pilations “video EPs,” borrowing the ex-
tended-play concept tor homevid pro-
grams featuring several clips of a parti-
cular act. . .RCA Video has released a
concert and clip hcur of Krokus for cas-
sette and disk. "Sing Blue Silver” is the
latest homevid title for Duran Duran,
released through Thorn/EMI Video.
The “Secrets” of guitar wizard Rick Der-
ringer are revealed on an insiructional
tape which incorporates concert footage
and Dubner special effects. Produced by
Marc Sayous of Video Syndications
(SF), this homevid project contains three
new tunes by Derringer; one segment
aired on MTV last fall.

MTV BUYS BRITISH el
Britain doesn't have MTV but it
does have The Tube. Now MTV has The
Tube—the Fourth Channel’s rock con-
cert series that's a hit witk. the Brits the
way Saturday Night Live was here.
The format includes live perfor-
mances by four bands in each one-hour

show; where else might one find Tina
Turner jamming with Heaven 177 Exe-
cutive producer Malcolm Gerrie even
includes unsigned acts. Last year, Tyne
Tees Studio tried to syndicate The
Tube to U.S. TV stations and even pitch-
ed PBS affiliates. Currently, MTV will be
rurining the show on the first Sunday of
each month, through the rest of the year,
at 1 1PM EST. Could this be the Master-
piece Theatre of rock video?

Fusion Film's David Naylor
knows how to draw a crowd: the throngs
ot folks appearing in the clip for General
Public’s "All The Rage” were lured to
the Hollywood offices of . B.S. Records
for a promotional giveaway of 1000
copies of the band's debut albumn. Sorry
to say there are no real celebrities in the
clip for "Lay Your Hands On Me" be-
sides the Thompson Twins. The80or so
extras are all look-alikes hired for the
London shoot by director Dee Tratt-
mann and producer Frank Hilton.

NY subway artist Keith Haring
and Talking Heads' Tina Weymouth co-
star with Fred Schneider of the B-52’s
in the clip for Fred's solo single,
"Monster.” This fun clip, with clay-ani-
mation creatures, was directed by Mary
Lambert for Warner.

After a five-year absence, Ruth
Scovill is back at One Pass Video (SF)
as director of operations for the studio
and mobile facilities. She was with
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DAVID FINEMAN

A Top TV Producer
Keeps Pumping Out
Hits

by David Schwartz

"I was born in England, in 1936.
World War Il started when I was three
and my dad went off to fight for six
years. My mom and sister and [ went to
bed every night with bombs falling out-
side,” recounts prolific television writer/
producer Chris Bearde. "I became a
competitor. Hollywood was easy atter
that.”

Before Hollywood, though,
Chris spent ten years growing up in
Australia and making a name for him-
self in children's programming. In 1963
MCA gave Bearde an offer to write for

Canadian television, “where | stayed
for 7V years and had a number one
rated show called Nitecap. [ wrote the
whole hour of late night TV by myselt
and appeared in it. . . was a great
training ground.”

Bearde sights another of his Tor-
onto-based shows, The Rock Scene:
Like It Is as a turning point for him. It
was in the style of Canadian Broadcast-
ing, an erudite semi-dccumentary
which featured The Doors, The Jefter-
son Airplane, Eric Anderson, Dionne
Warwick and a few others in concert
and off stage. The host was to be The
Beatles’ manager, Brian Epstein. "But
then Brian Epstein died—with my script
on his bed. And I got swept into the in-
vestigation of his deatl:. Two days after
he died [ got a letter from him. That let-
ter proved to everybody that his death
was an accident.”

At the height of Bearde's Toron-

to production endeavors, he met with
Laugh-In producer, George Schlatter,
who convinced him to move to the
States and contribute material like his
“dirty little o}d man on the parkbench”
routine to Schlatter’s high flying come-
dy series. Laugh-In led to the Andy
Williams Show, which Bearde pro-
duced for three years.

“We created things that made
Andy a little hipper,” says Bearde. "We
brought in a lot of good bands: Blood
Sweat & Tears, the Jacksons.” The
Williams show also showcased its All-
American house band, the young Os-
mond Brothers, a group for which
Chris continued to script as they
developed into niteclub and solo tele-
vision artists.

While developing musical show
material for other artists including The
Supremes, Elvis and Michael Jackson's
first television special, Bearde created
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the Sonny & Cher Show, a tightly
edited weekly series that ran with criti-
cal and popular acceptance for four
and a half years. Next, he put together
“a little show that put me over the top
and allowed me a few years rest: The
Gong Show."

While little more remains to be
said about The Gong Show, it estab-
lished Bearde as one of the elite variety
show producers able to get around the
networks' rules and accepted formats.
"My shows are always counter to the
network philosophy of what should be
a hit. I am a writer who found a way to
get my own material done the way |
wanted.”

What Bearde really likes to do is
format. He prefers “an ironclad killer
format, like Family Feud or The Gong
Show, so [ can bring in four or five
writers who ['ve cultivated over the
years and who [ trust to write it just the
way [ would. The message has already
beern established in the format: have
fun, relax, have good entertainment.
That's it. It's just what's on the screen
and nothing more. I don't have any-
thing deep to tell them. But I'm a great
believer in total scripting of material.
I'm also a great believer in being able
to direct it so that it looks like it's totally
natural and relaxed. And I try to make
an atmosphere in the studio where pec-
ple will just sort of flow and have fun.”

Bearde considers his latest televi-
sion project, FTV, an '80s version of all

of his other shows. The MCA-backed
half-hour weekly series is being pro-
moted to independent and network affi-
liate programming buyers for the ‘85
Fall Season. Observes Bearde, “When
some of the older guys in suits, who
buy for the stations, first look at it they
can't quite work it out because most of
them don't know anything about Prince
or ‘Purple Rain’ or whatever the kids
are into. But then they see George
Burns and they feel comfortable.

“But the show's not aimed at the
program buyers. It's aimed at all these
kids who've been watching music
videos. And when that audience sees
this show they go, ‘Oh, God!' They
can't believe what they're seeing. It's
like the Cheech & Chong syndrome.
The kids will go to their moms and
dads and say, ‘We're going to watch
FTV." And they know their parents
think it stands for Funny TV or Free TV
but the kids know it stands for Fuck
you TV, or something like that. The
MCA ad says "FTV" and then under
that it says, Don't Ask.’ [ told them it
was great they'd even go that far.

Stephen Bishop ("On and On,”
Theme from “Tootsie”) will host FTV,
with regulars including Tony Basil and
Don Felder of the Eagles. “1 saw
Stephen in Puttin’ on the Hits
(another Bearde creation) for about two
seconds and asked him to get back on
the stage and do a few one liners,
which [ put in the can.”

he show's
not aimed at the
program buyers.
Ht's aimed at all
these kids who've

—been watching

music videos.”

While music will have a high
profile on FTV, songs will run no
longer than about 45 seconds.
“Because we're in the '80s, it will be a
fast paced show. Once the joke is over,
we're out of the song.”

Whether or not FTV tops the
charts, Bearde is already putting to-
gether the financing for his next outing,
a political satire. "I think Americans are
ready in the ‘80s to laugh, not so much
at themselves, but at their politics. It's
become so ridiculous having an actor
in the White House. I'm a director and
producer and | know about actors.

“It's great having a relationship
with the general public,” says Bearde.
“People don't know me like Johnny
Carson or David Letterman or pecple
who've been on for all those years, but
my life is a series of events that gets
through to millions of people. These
shows are my personal things. I'm an
entertainer, an individual showman.”

Being an individual is what
scares Bearde about committing any
more than one show to a big company
like MCA. "Everything is so corporate
today and I've always been this indivi-
dual guy fighting not to be annexed. |
really don't care if my name is stencilled
on some parking space for 30 years.
Some people think I'm crazy because
of the way that [ work, because [ don't
do it like everybody else. But you see
the results. For the way that [ work,
these are the results.” ]
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MUSIC VIDEO PRODUCTION’'S MOST VALUABLE PLAYERS

by Lou CasaBianca

The Mix-MVP Awards were
created as a form of acknow-
ledgement of the combined tal-
ents of the creative artists,
technical craftspeople, writers,
directors and producers who
create Video Music. So here
are the MOST VALUABLE
PLAYERS—the team behind
the scenes and the backstage
stars of MUSIC VIDEO PRO-
DUCTION, as voted by Mix
readers.

V64 R

1985 MIX MVP AWARDS"™

AUDIO SWEETENING

B Nile Rodgers Duran Duran "The Retlex”

CINEMATOGRAPHY

@ Daniel Pearl Duran Duran "The Reflex”

COMPUTER ANIMATION/GRAPHICS

B Peter Conn & Brian Samuels Al DiMeola “Sequencer”

B Charlex & Bob Ryzner The Cars “You Might Think”

CONCERT PERFORMANCE

B Jon Roseman & Dave Stewart Eurythmics “Right By Your Side”

@ Brian DePalma Bruce Springsteen "Dancing In The Dark”

DIRECTOR

B Charlex & Jeff Stein The Cars “You Might Think”

EDITING

B Bill Weber & Danny Rosenberg The Cars "You Might Think”

FILM ANIMATION/GRAPHICS

B Jerry Kramer, Wayne Isham & Rod Stewart “Some Guys Have
Bill Morgan All The Luck”

HOME VIDEOGRAM

@ Vestron Video Michael Jackson “Thriller”

@ Warner Home Video The Cars “Heartbeat City”

B Sony Video Software David Bowie “Video 45"

INNOVATION

B Charlex & Jeff Stein The Cars "You Might Think”

LIGHTING

B Daniel Pearl Duran Duran “The Reflex”

LONG FORM VIDEO

B Kate & Derek Burbidge The Police Police Around The World

MOVIE SOUNDTRACK

B Albert Magnoli Cavallo, Ruffalo & Prince Purple Rain
Fargnoli, Steve Panama

PRODUCER

B Ken Walz Huey Lewis & “Heart of Rock ‘N’ Roll”

The News
B Lexi Godirey Frankie Goes To “Two Tribes”
Hollywood

SCREENPLAY

B Charlex & Jeff Stein The Cars “You Might Think”

SET DESIGN

@ Henry Selick Rick Springfield “Bop Till You Drop”

SPECIAL EFFECTS

@ Joseph Vogt Rick Springfield “Bop Till You Drop”

MVP TECHNOLOGY HALL OF FAME

B Computer Image

Analog/Digital Real-time Video Animation

B Ampex Corp Ampex Digital Optics (ADO)
B Quantel Digital Graphic System (Paint Box)
B Sony Corp U-Matic Cassette (Helical Scan)
MVP HALL OF FAME PIONEERS
B Group The Beatles
@ Solo Artist David Bowie
B Director Richard Lester
8 Producer Jon Roseman
B Music Video Label Pacific Arts Video
Mike Nesmith & David Bean

MVP VIDEO OF THE YEAR: Mix Reader’s Choice

B Charlex & Jeft Stein

The Cars

“You Might Think”
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—FROM PAGE 58, VIDEO NEWS
Reeves Teletape, in charge of that com-
pany's three large soundstages and re-
mote trucks. Sue Steinberg has been
named director of program production
for RCA Video and will be developing
long-form product there; Claude Bor-
enzweig is now manager of video pro-
duction for Polygram Music Video.

Donna McLaughlin of Cres-
cendo Productions (NY) wrote and
scored Cable News Network's current
promo theme. "Experience Life” is run-
ning on radio as well as CNN and WTBS
broadcast schedules.

Video People: VCA Teletronics
editor Bob Mowen, who edited the
Bruce Springsteen clip, "Dancing inthe

'ONO DOCUMENTARY

Dark,” posted a half-hour MTV special
on The Boss, wrought from 16mm con-
cert footage from the Meadowlands
Arena and earlier E Street Band material.
Mowen's also been cutting the MTV
"Liner Notes” interviews, including a
segment providing Madonna with ani-
mated sunglasses, created with ADO
and Quantel Paint Box by UA art direc-
tor Maureen Nappi.

._._f_ B

An hour-long documentary on
Yoko Ono produced by Barbara Grau-
stark tor Polygram Music Video recent-
ly emerged from a month’s work on
sound sweetening at Editel/NY. "We
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had to retrack every piece of music and
most of the important interviews,” re-
ports sound editor Jonathan Porath,
who said the job required re-synching a
dozen songs and home movies dating
back to 1937.

When it comes to negotiating
music video royalties, "music industry
pecple don't understand the film side, and
film people don't understand the music
side; they have different vocabularies.”

Los Angeles entertainment at-
torney Evanne L. Levin found that to be
true when she made a recent informal
survey of record company and film com-
pany legal departments on the issue of
video royalty agreements for performers
and media artists.

Fortunately for her clients,
Levin knows the contracting process
from both sides. After working in the
legal departments of ABC TV and Para-
mount Pictures, she “crossed over” into
the record business. She became a pio-
neer in the wilderness of music video law
while “working on the day-to-day negoti-
ations” for Olivia Newton-John's success-
ful long form video, Physical.

According to Levin, most major
record labels have developed standard
contracts for clips and for long-form
video and film projects. She advises pro-
ducers, directors and artists not to try to
tackle record company legal depart-
ments head-on with their own contracts.
Instead, they should take the label's stan-
dard contract and get their own lawyer
—one who specializes in entertainment
law—to look over the contract and nego-
tiate with the label to add, delete, or
change certain clauses.

Performer Royalties

Recording artists cutting a
video deal should ask for many of the
same considerations found-in record
company contracts when negotiating for
a royalty, Levin says, "for example how
royalties would be calculated on free
goods, premiurn sales, discounted or
foreign sales. And the royalty should be
calculated on 100 percent of sales. There
are still some dinosaur companies who'll
try to putina 90 percent of sales figure in
the first draft.”

Royalty rates for artists depend
on how big the act is, whether the talent is
contributing financially to the venture,
and whether the video company will dis-
tribute the project itself or through a sub-
distributor. About four percent of the
unit sales price, twelve percent if
distributed by another company, is stan-
dard, according to Levin, who recom-

mends “trying to get more,"” particularly
if the act is established.
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Producer/Director Royalties

Despite much interest by pro-
mo clip directors and producers in
receiving a royalty from a record label if
a video clip they produce is “exploited”
for cash, sold to a TV outlet or made into
part of a video program, Levin says few
major labels are willing to add such a
clause to a promo clip contract.

“CBS, for example, is one com-
pany that has a policy of offering produc-
ers and directors only a {lat rate for pro-
duction, no matter what happens to the
clip afterit's produced,” she says. "Other
companies like MCA may do what's
called a ‘buy-out.” A buy-out is a one-
time additional payment for the right to
exploit the video for another use, a pay-
ment beyond the production fee,” Levin
explains. While a record company may
wish to postpone payment of a buy-out
fee until a distribution deal is made, she
suggests that producers and directors
ask for their buy-out money up front.
They may also try to negotiate for a larg-
er flat fee that takes potential sales into ac-
count when they are contracting for pro-
duction services.

“The third position a record
company may take is a royalty structure
and so far that is only being done at Capi-
tol/EMI, through Picture Music Interna-
tional.” The PMI contracts only cover

producers and directors working on clips
for Capitol/EMI artists, according to Le-
vin, and the royalty rateisa standard one
percent of the distribution price, or five
percent of the company’s net receipts
when the program is distributed by some
other company. The royalty is payable
after the video project has recouped its
costs, and after taxes and distributor sur-
charges have been subtracted.

"A distributor surcharge is
when the label pays itself for distributing
your project, even if they have a sub-
distributor,” Levin explains. This cut
may be as high as 35-40 percent of in-
coming receipts, a significant bite out of
money royalties that would be paid on.
“Try to get that out of your contract,”
Levin advises. "If that's impossible, ask
for a ‘favored nation treatment,’ which
would mean the company would agree
to lower its distributor fee for you if it had
l?wered it on a contract for somebody
else.

Creative Control

Artists should retain right of ap-
proval over storyboard and concept,
said Levin, but the video producer
should pick the director.

“The director really is the main
creative element involved,” she points
out, "What we're really talking about

]

here is a motion picture. In film, the actor
doesn't choose the director.”

It's up to the producer to negoti-
ate separate contracts with director and
crew, although the artist can have input.
“For Physical, Olivia wanted her own
hairdresser, who was hired for $850 a
day,” says Levin. "She also picked the
choreographer she wanted to work with.”

Levin thinks that on-set repre-
sentation by the record company, pro-
posed by the Music Video Producers
Association, “makes a lot of sense,” as
does including a clause to ensure the
producer is not liable for charges caused
by the artist showing up on the set drunk,
late, or not at all.

“If it wasn't so prevalent we
wouldn't be talking about it,” she adds.
“and on the other side of the coin, how
else is the record company going to
know if half the production budget is be-
ing wasted?”

Levin also warns producers to
negotiate for a delivery standard of
“technically acceptable,” not "commer-
cially acceptable.” As in many record
deals, she explains, a company may
decide not to release a film or video pro-
ject for some time, and if a final payment
scheduleis tied into acceptance, the pro-
ducer may wind up waiting years for the
rest of themoney.
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International Sales,
New Networks,
and Sponsorship

by Neal Weinstock

There will always be one over-
poweringly good reason to give away
music videos: they are made to be com-
mercials for records. Most commercials
on television are paid for, after all, so
record companies are indeed fortunate
to get airplay gratis. Anyplace where
owners of rights to music videos can sell
some of those rights, and not hurt the
black vinyl's publicity or protits, must be:
a) in a medium that competes with the
record, and may even take sales away
fromit; or, b) within the media one might
normally use to advertise the record, but
in a form that is different from what con-
sumers are used to getting for free, so
that they don't mind paying for it; or, c)
outside the media that one might normal-
ly want to use to advertise the record.

Home video is a pertect exam-

ple of the first of these three. Long form
videos bought for “special event” broad
casting—on MTV or elsewhere—are a
typical example of the second. This col
umn will chiefly concern itselt with the
last and most often overlooked category
Eventually, there may be more bucks
there than in the rest of the ball of wax
Of course, the three categories
mix and match. Say you'reselling along
form “special.” MTV may run more of
these than anybody else you're familiar
with, but they're far from the only pos-
sible customer. NBC, ABC and CBS are
only the most obvious of other possibili
ties, so jump not to conclusions. Many a
cable or satellite network has beeninand
out of the market for this sort of program-
ming. (Most recently, Ted Turner's com-
petition with MTV seems to have incon
trovertably bitten video dust.) Right
now, the most interesting opportunities
for programming sales continue to be
other American cable channels, such as
pay channels Showtime/The Movie
Channel, HBO, Bravo, etc.; and super-
stations (WTBS, WPIX, WGN, WOR,
and may as well include USA Network—
which behaves like a superstation with

no home broadcast base). Coming up
fast, though, are two new sorts of
markets, one domestic, the other
foreign.

The domestic first: station
groups. For the last few years indepen-
dent stations or groups of both indiesand
network-affiliates with common owner
ship have been buying more and more
programming. At the most recent Na
tional Association of TV Programming
Executives (NATPE) show in January,
buying by independents finally out-dol-
lared affiliate buying, 60/40. But the
common-ownership group is an un
counted, far more powerfully growing
force to be reckoned with. Up until last
year, the FCC limited station ownership
to seven FM, seven AM and seven TV
broadcasting licenses per owner. Now
the limit has been raised to 12 of each,
and more if the majority of TV stations
are UHF. While this may seem to be a
move limiting competitiveness in televi-
sion broadcasting, actually it is a very
positive step for independent producers.
With 12 stations to program, owners of
the group are likely to feel secure
enough to back many of new production
—instead of merely purchasing reruns.
Post-Newsweek stations, The Tribune
Co., RKO Broadcasting, Westinghouse,
Times-Mirror, and a few other station
groups will soon likely emerge as impor-
tant program purchasers

Considering that 12/12/12 own
ers are even more in need of radio pro-
gramming than TV, they just may like the
idea of projects with radio tie-ins. Music
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First,you have to hear yourself!

Now Journey depends on new Even with a stack of and Steve Smith heard on
ATM63 dynamic microphones Marshalls up close, the monitor stage...and why monitor
for full control of theirmonitor mix is cleaner, with better mixer Chris Tervit and
and live concert sound. With separation than ever before. producer/live mixer Kevin
better rejection of not just off- Find out what Journey's Elson insist on the ATMG63.
axis sound, but everything Steve Perry, Jonathan Cain, Now at leading music and
else on stage. Neal Schon, Ross Valory;, sound specialists.
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oreign broadcast possibilities

are quite clearly blooming,
blossoming, limitless and, for the
time being, not worth much be-
cause of the inflated value of the

U.S. dollar.

video may be commonly assumed to
have some tie-in with radio.

As for the foreign broadcast
possibilities: they are quite clearly
blooming, blossoming, limitless, and for
the time being not worth much because
of the inflated value of the U.S. dollar.
While there is no sign the dollar is going
to shrink much in the near future, the
good news is there is every sign that
foreign sale possibilities will grow so
much as to be worth pursuing despite the
high greenback. To wit: in the last couple
of years, a music video channel (Music
Box), a direct broadcast service with a
fair amount of music programming (Sky

Channel), and new privately owned na-
tional broadcast networks m Britain, [ta-
ly, and France have all core into being.
Also, new stations and more networks
are coming in those and other West
European countries, Latin America and
Israel. (There's no big money to be made
in the latter two areas, but that has to
change someday, too.)

In the above discussion of do-
mestic station groups we spoke of selling
long form programs, because clips,
though some few will be sold, will always
functon as promotions for the disk. Thus
they will always be a give-away for all
but the most successtul acts or for limited

Modular Plug in
Channel Design

48 Volt Phantom Power
16 Track Monitoring
(on WR 8816)

)
WR 8816 LIST $5500 SALE $2990

)

Qo*<o 16x4x16 MODULAR RECORDING MIXER

9

«VQ\/((/ >
,\o‘*c}‘ WR 8724 LIST $7745-UNBELIEVABLE PRICE
@0 24x4 MODULAR MIXER
o
FEATURES

External Power Supply
Talkback Circuitry

4 Aux Buss

Smooth Long Throw
Faders

LEA 4’"”7;,,1/./',

150 PRODUCT LINES FOR THE PROFESSIONAL
TAPE RECORDERS * MIXERS » AMPLIFIERS * TURNTABLES * SIGNAL PROCESSING
MICS o TAPE » CASSETTES « TEST EQUIPMENT o SPEAKERS » HEADPHONES * INTERCOMS
TOLL FREE IN ALL
50 STATES
1 (800) 356-5844
IN WISCONSIN
1 (800) 362-5445
LOCAL (608) 271-1100

() FuLL comPASS SYSTEMS

k 6729 SEYBOLD RD., MADISON, WI 53719

-/

Circle #032 on Reader Service Card

V70 %

exclusivity on first-run showings. In
Europe, strong broadcasting domi-
nance by quite socialistically-inclined
governments has led to a strong union
presence, which in turn seems to be
leading toward pay-per-clip. In France,
the new and privately owned Canal Plus
pays $100 per play, while the three state-
run channels have been boycotted by
the French record industry association
(SNEP) to achieve similar payment;
SNEP may have already won by the time
you read this.

Music Box (based, as is Sky
Channel, in London) now airsina million
cable homes across Europe and the
UK., for 18 hours a day. It is not expect-
ed tobe in the black until at least 1987, so
don't expect purchase prices to go high.
On the other hand, its playlist, according
to programmer Jane Kelly, is “far less
restrictive than MTV's.”

Where the channel’s playlist
does tend to get a bit restrictive is to our
benefit, too. They play mostly American
or British mainstream pop: how nice not
to have to compete with French, Dutch
or German rockers. To keep this playlist
in perspective, it should be noted thatan-
nual video clip production was recently
estimated (at February's Midem confer-
ence) at 2,500, with 1,500 madein U.S.A.
and 800 from Britain. That doesn't leave
much from everywhere else.

Sky Channel is generally con-
ceded to program itself much likea U.S.
superstation—Ilots of old movies, sports,
and reruns. Still, they show a few hoursa
week of clips, and have shown several
hours of long-form. Sky Channel’'s music
programming is even more mainstream
Anglo-American than Music Box's,
understandable considering the station
is owned by conservative Australian
presslord Rupert Murdoch.

MTYV has also moved into Euro-
pean and Japanese licensing agree-
ments, to be taken into account in any
agreement one may sign with the com-
pany that may quickly become to music
video what IBM is to computers.

Other foreign networks, nota-
bly in Italy and Germany, are buying
and showing long and short-form videos.
The German government-owned net-
works have long been a source of pro-
duction funds for artsy feature films—to
Americans as well as German filmmak-
ers. The current conservative govern-
ment there favors funding more com-
mercial programming, so presales of
long-form music video programs are a
distinct item to check out in your next
meeting with ARD or ZDF.

The Cannon Group, mention-
ed last year by this writer as friendly to
music video in feature film form, is shap-
ing up as likely owner of a new Israeli
broadcaster. They aren't buying pro-
gramming yet for TV, but they do own
theater chains in Italy, Holland, and Bri-
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tain. Theaters in Europe quite commonly
show music videos before the feature,
along with 60 second commercials.
Thereissolid, if not spectacular money in
theatrical showings—at least it may be
enough to help get the videomade in the
first place. Try approaching one of the
British theater chains first.

Several companies have long
been attempting to establish an Ameri-
can theatrical circuit for videos as pre-
feature short subjects. Ed Steinberg of
Rockamerica, the club distributor, would
seem to have the best shot at setting up
such a network, and we wish him well,
but feel pessimistic about chances of suc-
cess—as he seems to in a recent inter-
view. There's not much in any such
scheme for theater owners who incur ex-
tra handling costs and scheduling prob-
lems, even if the public like it. . .

Finally, a couple of interesting
sponsorship schemes have recently
come to our attention; each ought to help
many more mu-vids get made. How-
ever, each incurs risks of audience dis-
pleasure, and so must be experimented
with carefully. Mersh Greenberg of
Silvercup Studios reports that he has
signed a contract with licensing specialist
Lenard Jacobs (the man who licensed
James Bond's gun and the Dukes of Haz-
zard's car, among other “things that are
cuddly or things that go bang,” asJacobs
analyzes that business) to arrange a new
service for mu-vid producers shooting at
the New York studio. Silvercup will sub-
sidize a production for a few thousand
dollars in return for rights to sell product
exposures in the video to corporate
America. In other words, anytime your
artist sips a cola, it's their cola.

Jacobs says the name brand
usage will never be allowed to become
obtrusive. "That would be destructive to
everybody's interests.” Pizzas, cola, cars
and clothing must be used in videos, and
product labels do have a habit of show-
ing. The label-owners may as well pay
for the privilege.

In a similar vein, pecple have
long toyed with the idea of selling com-
mercials on home video. The first experi-
ments in this area are now being made;
the very first, arguably, is Kartes Video's
“Eat to Win,” a non-mu-video directed
by that very-mu-video-maker Bob Giral-
di. If "Eat to Win's" spots for Red
Lobster’s restaurants don't prove too in-
trusive for the consuming public (and the
spots are only at the beginning and end
of the tape), is this a preview of long form
home music videos to come? Says Giral-
di's producer, Antony Payne, "It'sa very
good idea, now that you mentionit.” . . .

Finally, it seerns elementary, but
the Delite/Polygram audio release of Kool
and the Gang’s Tonight includes a blurb
for RCA/Columbia’s video release of the
same title. Shouldn't such cross-merchan-
disingbe ineverybody’s contract? |
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New Multi-Purpose Hlxero From Funnan Sound
Deliver the Pel'fo :

Introducing the MM-4 and MM-8 mixers from
Furman Sound. Never before has so much versa-
tility been built to such exacting standards of
quality and been available at such a low pnce.
With their four wide: range inputs you can com-
bine any signals from low level microphones to
the sizzlingly hot devels of today's most ad-
vanced synthesizers clearly, evenly, and without
distortion or noise. And there is more. The M-
series mixers are packed with useful featares
like: effects send/return loop with level controls
for each channel, low cut EQ to combat low fre-
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L FURMAN SOUND )il

Quallty Rellabllity Guaranteed'

quency rumble and noise, a sophisticated over-
load detection system, ground lift switch, simul-
taneously available balanced and unbalanced
outputs, a headphone amplifier with front panel
jack and volume control, and pan pots on model
MM.8. Options mclude balanced inputs and
phantom powering. Our mixers are ideal for ex-
pansion mixers for stage or studio, smal! public
address installations, audio-for-viden produc-
tion, multi-media presentations, keyboard
system mixers, and more. The MM-4 and MM-8,
truly mixers for all reasons!

Furman Sound Inc.
30 Rich Street
Greenbrae, CA 94904
(415) 927-1225
Telex 172029 SPX SRFL
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background noise beautifully.

SONEX is a special acoustic foam that absorbs noise four times better than acoustic tile or

carpeting. It makes you sound like a pro —

inexpensively — because your voice comes across

clear, dlean, and intelligible. Use SONEX for video, remote conferencing, voice-overs, radio
communications, audio productien, or anywhere else you need to sound crystal dear. Kill
background noise beautifully — and save the true

sound — with SONEX. Send for all the facts.
SONEX is manufactured by Hlbruck/usa and
distributed exclusively to the pro sound market

by Alpha Audio.

AlphaAudio:

2049 West Broad Street
Richmond, Virginia 23220 (804)
Acoustic Products for the Audio Industry
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Tom Hannaford, Dixieland
Praductions, Atlanta, GA

358-3852



PRODUCERS-DESK

by N. Pa_s_qariello

He has composed music for
some 33 projects in the last four years,
including major corporate radio and
TV commercials, t