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Studer 961/962: Small Wonder

It's a wonder how a console so smalil

can do so much ... and sound so

good!

The Swiss have a special talent
for making great things small. A case
in point: the new 961/962 Series
mixers from Studer. In video editing
suites, EFP vans, remote recording,
and radio production, these com-
pact Studers are setting higher stan-
dards for quality audio.

Sonic performance is impec-
cable throughout, with noise and
distortion figures well under what
you'd need for state-of-the-art digi-
tal recording. By refining and mini-
aturizing circuits developed for our
900 Series production consoles,
Studer engineers have squeezed
world-class performance into suit-
case size.

The 961/962 Series is fully
modular, so you can mix-and-match
modules to meet your require-
ments. The 961/962 features stereo
line level input modules with or

without 3-band EQ, plus mono mic/
line inputs and master module with
compressor/limiter. Other choices
include a variety of monitor, talk-
back, auxiliarv, and communica-

tion functions. The 961 frame
holds up to 14 modules,
the 962 accepts up to 20.

Other new fea-
tures in the 961/962
Series include im- ;
proved extruded Ree
guide faders, bal- £ '
anced insert points, '
FET switching, electronic mut-
ing, Littlite® socket, and multi-
frequency oscillator.

Thanks to its light weight, DC
converter option, and sturdy trans-
port cover, you can put a 961/962
mixer on the job anywhere. And,
with Studer ruggedness and relia-
bility, you can be sure the job will
get done when you get there

Packed with performance and
features, 961/962 consoles will surely
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make a big splash in audio produc-
tion circles. Small wonder. Call your
nearest Studer representative for
more details.

With snap-on cover, mixer is road-ready in seconds.

STUDER

Studer Revox America, Inc.
1425 Elm Hill Pike/Nashville, TN
37210/(615) 254-5651
New York (212) 255-4462 « Los Angeles (818) 780-4234

Chicago (312) 526-1660 « Dallas (214) 943-2239
San Francisco (415) 930-9866
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Pacitic Video Recorders,
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This issue features our
Video Production
Supplement, with over
a hundred pages
devoted to listings of
facilities catering to the
video industry and
articles on a wide
spestrum of related
topizs, including video
monitors, sweetening,
the Music Video
Producer’'s Associa-
tion, satellite broad-
casts, new products
anc¢ much more. A
separate contents page
for this section can be
found on page 75.

Sharing lunch with Mr.
Bonzai this issue is the
legendary Al Kooper—
founder of Blood, Sweat

& Tears, session player
extraordinaire, and top- !
notch producer. Kooper a4

regales Mr. B with color-

ful tales about his asso-
ciations with Bob Dylan,

The Blues Project and h

many others. You can -
practically smell the
beaujolais wafting up
from page 46.
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GET ON TRACK!

Whether you're recording original music scores, layering up
sound effects, or synchronizing to video or film for audio-post
sweetening, you need a tape recorder that's built especially for
your new and exciting business. The MX-70 is the perfect
multitrack for the synthesizer oriented studio tied together
with MIDI.

The “70’s” three-way design gives you 7.5, 15 and 30 ips in a
1" 16-track, a 1" 8-track, or a 1” 8-track prewired for
16. (An optional 2" 8-track is also available.)
Noiseless, gapless, punch-ins and punch-outs
provide quiet, inaudible inserts into pre-
recorded program material. The MX-70’s wide
dynamic range makes for quiet, clean record-
ings. In fact, you'll find the “70” at 30 ips is so
quiet that noise reduction just isn't necessary.
And to complete this perfect package, you can
add an optional autolocator to the standard full
function remote for complete session control.

So if synthesizers with MIDI, or SMPTE with ‘
film and video, is part of your business, check
the specs and don't settle for less than the MX-70. Call your
nearest Otari dealer for “Technology You Can Trust”.

Otari Corporation, 2 Davis Drive, Belmont, CA 94002,
415/592-8311, Telex 9103764890
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Lagadec Moves to Sony

Dr. Roger Lagadec has assumed the
position of general manager, Techni-
cal Management, Communication Prod-
ucts Group for Sony Corporation in
Tokyo. Lagadec, who for the past six
vears was praeduct manager, Digital
Audio, at Willi Studer AG, in Switzer-
land, will be responsible for “forming
engineering strategy, developing in-
dustry relationships, standardization,
and some direct research and devel-
opment work concerning professional
audio, video and related products.”
Dr. Lagadec will relocate to Japan in
May, and will report directly to Mr.
Shiro Koriyania, director, senior gen-
=ral manager, Communications Prod-
ucts Group.

International Music and
Media Conference

Billboard magazine, in association
with European Music Report (publish-
er of Eurotipsheet) will co-sponsor
with the Golden Rose of Montreux,
the first International Music and Media
Confersncs, May 7 through 10 in
Montreux, Switzerland. Covering top-
ics relating to music and the media
aimed at these programming, produc-
ing and distributing music, the con-
ference will also include an interna-
tional music video competition and a
retrospective of important rock films.
For more information, contact IMMC's
North American representative John
Nathan, 509 Madisan Ave,, Suite 1810,
New York, NY 10022.

Space and Telecom
Trade Symposium

The first Houston Space and Tele-
comm Trade Symposium will be held
April 27 through 30to provide a forum
forthe display and discussion of space
and telecommunications business
ideas and related technology. The
conference will feature 65 speakers
and moderators from ten states, 50
exhibitors from the space and tele-
communications community, and an
estimated 2,000 U.S. delegates. For
further details, contact Jeff Roberts at
(713) 777-0266.

Who Reads Mix Magazine?

Those of you who goback a ways
with Mix may ren.ember a tabloid
printed on newsprint, thatfound its
way to recording studios and audio
dealers arourd the country—usu-
ally in bundles of ten to 40 maga-
zines. Those days have been gone
for nearly six vears, and nowadays
Mix goes orly tc individual sub-
scribers (plus selected newsstands),
and as many o’ those subscribers
as possible are “gualified” asto job
title and business cr industry.

"Qualitying” our readers has
besn a long and expensive task
butit's one we feel had to be under-
taken so that Mix remains the king
of magazine you want it to be—a
magazine whose editorial conten®
is useful, undarstandable and rele
vant to the professional needs of its
readers. The 1dentitying of readers
is also essenfial tc those wha adver-
tis= their products or services in
Mix, inorder fo 2nsure a true "meet-
ing of the minds" between provider
ard user.

As a result of the efforts of our

NAMM Offers Scholarships

The board of directors of tne Na-
tional Association of Music Merchants
has approved a scholarship tund of
$20,000 for school year 1986-87.
Scholarships o $1,000 each will be
granted to deserving students pursu-

circulation department, on January
31 of this year, Mix magazine be-
came the first professional record
ing magazine to obtain a BPA cir
culation audit Business Pukilications
Audit of Circulation (BPA) is an
independent, not-for-profit orgari
zation that audits paid and con-
trolled circulation for more than
1,100 business, industrial, profes-
stonal, technical and specific mar-
ket publications. BPA's auditing
procedures are designed ta verify
those publications’ circulation, ac-
cording 'o subscriber name, iob
fitle and business or industry. EPA
conducts its circulation audits on
an annual basis, and our memker-
shipin BPA is our guarantee to you,
our read=rs and advertisers, that
our circulation is what we state
it to be.

Mix is pleased and prcud te be
able to offer this new service and is
happy to provide copies of the initial
audit, available by writing to cur
offices, or by reguesting the report
irom BPA, 360 Park Avenue South,
MNew York, NY 10010.

ing careers in the music preducts
industry. All colleges and universities
interested in participating in the
NAMM scholarship program must
submit their Business of Music cur-
ricula ta the NAMM Education Com-
mittee, attention: Nelson Varon, 5140
Avenida Encinas, Carlsbad, CA 92008.

NAB Comes to Dallas

“Tuning in America” is the theme for
the 64th annual convention of the Na-
tional Associaticn of Broadcasters, to
be held April 12 through 16, 1986 at
the Dallas Convention Center. A wide
array of events and technical sessions
have been planned. A few of the 100-
plus topics slated at press time include:
AM Stereo, Radio Station Maintenance,
Radio Production, Television Mult-
channel Sound, Television System
Maintenance, Advanced Television,

Television Satellite Systems, and the
always-popular FCC Engineers Forum,
offering a Q&A session on problems,
regulations and new rulings.

Of course, NAB 1986 also offers
attendees a dazzling equipment ex-
hibition with (literally) acres of booths
showing the latest in new technology
from scores of manufacturers. Other
highlights include appearances by
celebrities Stan Freberg and Wilhe
Nelson. For more information, call
NAB at (202) 293-3570.
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NDUSTRY NOTE

Olamon Industries, ajoint venture of audio
cassette manufacturer SHAPE, Inc. arid the
Penobscot Indian Nation of Maine, has
opened a cassette manufacturing operation
on Indian Island, Maine. Olamon will lease
the building to SHAPE and pay SHAPE a
management fee to run the 30 million cas-
sette-per-year operation. (Olamon means
“red ochre,” a red iron oxide clay that the
Penobscots used for medicinal, ceremonial
and ornamental purposes)....Dolby Lab-
oratories has relocated its corporate head-
quarters to a 70,000 square foot office and
manufacturing facility at 100 Potrero Ave.,
San Francisco, CA 94103....3M has named
Allen F. Jacobson to succeed Lewis W. Lehr
as chairman and chief executive officer. ...
The Society of Motion Picture and Televi-
sion Engineers (SMPTE) has moved its ad-
ministrative headquarters from Scarsdale to
595 West Hartsdale Ave, White Plains, New
York 10607....Robert Bosch GmbH and
N.V Philips Gloeilampenfabrieken have
announced their intent to form a joint ven-
ture company, Euro Television Systems
GmbH (ETS), to market professional televi-
sion studio broadcast worldwide. . . . Thefifth
Electronic Keyboard and Sound Expo,
produced by the Sam Ash Music Stores,
has been scheduled for April 19 and 20,
1986 at the Center for Media Arts, 226 W.
26th St, New York City....At dbx/ADC,
Richard Frank has been promoted to direc-
tor of marketing, and David Moran has been

upped to communications manager....
Cetec Gauss has announced the appoint-
ments of Dimension IX Corp. in Texas,
Washington's Gemini Electronics Market-
ing and Shalco of Michigan to their list of
manufacturer'sreps. . ..David Bowman has
filled the newly created position of director of
professional dealer products at Studer Re-
vox America, Inc....Karen Schweikher
has been appointed marketing communica-
tions manager at Ampex Corporations Mag-
netic Tape Division....Craig C. Darian
has been moved from executive vice presi-
dent to president of Glen Glenn Sound, after
serving for three years as vice president of
sales for Ryder Sound Services. . . . Michael
J. Feniello has been promoted to manager of
marketing administration at Sony’s Profes-
sional Audio Division....Jennifer Boyer
has been appointed midwest marketing rep-
resentative at the new Kansas City office of
John Crowe Productions. ...Mark C. Gray
has been named assistant general manager
of Ampex Corporation’s Audio-Video Sys-
tems Division....Brian Kelly has been
appointed sales engineer for the northern
region at ElectroSound. . ..Genie Bizaoui
has been appointed account representative
at Grace & Wild Studios in Farmington
Hills, MI....Jack Brahms Advertising, in
Owings Mills, MD, has formed a new com-
pany called Nighthawk Studios to produce
commercials, music videos and other audio/
video projects. . . .Paragon Sound Produc-
tions is publishing a free classified news-
paper, called Music Access, for the North-
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At D&D Recording, NYC, The Blow Mon-
keys did some overdubs for their upcoming
release for RCA Records. Michael Baker
produced and Axel Kroll created the drum
sounds with the E-mu SP-12 and some key-
board sweetening. Douglas Grama engi-
neered and Mike Tzavelis assisted. . . Sing-
er/songwriter Nicole Kelly recorded at In-
ner Ear in Queens using the Inner Ear Pro-
duction team fortwoof her new songs. Danny
Gibbons played the Steinway grand and
Yamaha DX7 synthesizer. Steve Vavagiakis
handled drum machine programming and
engineering...Omega Recording Studios’
new 12,000 square foot three-studio complex
in suburban Washington D.C. is now fully
operational. Omega’s facility has already
played host to Stevie Wonder, who recorded
the-original music for his Martin Luther King
Tribute at the Kennedy Center (NBC). Don
Worsham and Bill Brady handled the engi-
neering for Stevie and the 50-piece orches-
tra, with Gil Askey conducting ... At Sigma
Sound in Philadelphia, The Manhattans
were in to record, produced by Ron Tyson of
the Temptations, along with Vic Carstar-
phen. Gene Leone wasthe engineer, assist-
ed by Adam Silverman. Also, Grover Wash-
ingtonJr. wasin to cut original music forthe
play Split Second. The engineer was Peter
Humphreys with Randy Abrams ashis as-
sistant...Don Van Gorden of Englishtown,
NJ's D & G Mastering was in at Executive
Recording mastering the new Kitt Moran
live album, with Mike Moran producing for
Wildcat Records. . . At Quad Recording in
NYC, The Low Boys were in mixing their
new 12-inch called "Be Still.” Edits were done
by those wonder boys with the blade, the
Latin Rascals, Tony Moran and Albert
Cabrera. Bruce Miller engineered. . . Sing-
er/songwriter Dave Mclntosh and former
Lynyrd Skynyrd quitarist Ed King have been
mixing theiralbum at Azimuth Studio, Ma-
laga, NJ. Tentatively titled Living Water, the
album is the largest of several contemporary
Christian projects engineered by studio own-
erJim Langley since he opened the facility
in September, 1984. . . Bill Cosby did some
work at Broccoli Rabe in Fairfield, NJ. He
recently completed an album for his hit TV
show entitled House Full of Love for CBS
Records that was produced by long time
friend Stu Gardner and jazz great Grover
Washington Jr....Trutone Records in
Haworth, NJ, has mastered and manufactured
the Cote Blanche Records soundtrack album
Belizaire the Cajun, an upcoming feature
film starring Armande Assante and direct-

ed/produced by Glenn Petrie. The album
features the work of Michael Doucet and
Beausoleil. Mastering engineer was Phil
Austin...Patrick Adams was in Power
Play Studios (L1.C, NY) producing Lorelei
McBroom. Stopping by to play on the ses
sion were Nile Rodgers and Hiram Bullock
on guitars, Anthony Jackson on bass, Steve
Ferrone (Average White Band) on drums, and
Patrick on keys. Julian Herzfeld engineered,
Matt Buccheri and Mike Kruzynski assist
ed ...The System’s David Frank and Mic
Murphy, who's hitsingle "Rock and Roll Me
Again” appeared on the Beverly Hills Cop
soundtrack, are producing Paulie Carman
of Champagne for CBS records. They are
currently recording at Intergalactic Music
in NYC with Jorge Esteban engineering...
At Greene Street Recording, Chaka Khan
has been working on her new album; Arif
Mardin is producing with Rod Hui engi
neering and Steve Carthy assisting...At
RPM Sound Studios in New York City, The
Washington Squares were recording their
first album for Gold Mountain Records. Pro-
ducing The Squares was Mike Thorne, with
Dom Maita engineering and Mike Krowiak
assisting...

Warner's artist Prince has been working at
Sunset Sound in Hollywood on the sound
track for his new movie, Under the Cherry
Moon with Coke Johnson engineering. Also
quitarist Ry Cooder was in producing the

soundtrack for the movie Blue City with Mark
Ettle engineering and David Glover assist-
ing...At Sound Image Studio, North Hol-
lywood, CA, singer/songwriter Brent Maglia
was in working on his current project for
Skywriter Productions with Steve Brown at
the board...At The Complex in LA, pro

duction began with David Sanborn over-
dubbing his new Warner Bros. album in
Studio B. Don Grolnick arranged and pro

duced, George Massenburg engineered
and Sharon Rice assisted. Then Studio B
hosted Linda Ronstadt, with continued
orchestration for her latest big band album.
Nick Perito conducted the Nelson Riddle ar

rangements. Peter Asher produced the proj

ect, sound design was by George Massen

burg, and Sharon Rice assisted. . . At Group
1V Recording, producer Eric Miller mixed
with engineer Angel Balestier assisted by
Scott Weber, on the soon to be released al

bums on the Count Basie Septet, Oscar
Peterson Four with Joe Pass and Ella Fitz-
gerald with Roy Eldridge & Zoot Sims. . . At
One on One in North Hollywood, Jane Wied-
lin cuta few tracks with Vince Ely producing,
Paul Lani engineering and Jeff Bennett as

sisting. Also, The Cruzados were in record-
ing an LP for Arista with Rodney Mills pro

ducing and engineering, along with Jeff Ben

nett assisting...Sound City in Van Nuys
hosted Air Supply, with veteran producer
Bernard Edwards and engineerJosh Abby
while Bruce Barris assisted. And Geffen Rec
ords’ Lone Justice worked on their second
album, with Jimmy Iovine producing, and
Don Smith and Shelly Yakus sharing engi

neering responsibilities. Rick Palakow as-

Metal heavyweights Judas Priest inaugurated sessions at the new multi-
million dollar L.A. Record Plant complex in Hollywood. The debut session
was a mixdown for the Columbia album, Turbo. Pictured (front to back) in
Studio 2 are producer Tom Allom, engineers Bill Dooley and Paul Wer-
theimer, with band members Glenn Tipton and K.K. Downing.
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Desigmed and built in U.S.A.

€€ It outperforms that
well-known console,
for much less money.??

ompare features, specifications, sonic performance

and dynamic automation options, and you'll agree. Key
features: Fully parametric EQ on all 4 bands. Eight echo/
cue sends. Dual stereo mix buses. 60 segment LED
meters with spectrum analyzer. 24 track monitor, from 20
to 60 inputs. Field expandable frame. Three levels of
autornation options.

Typical performance: Transformerless +28 dB
outputs. EIN at — 129 dB. Output noise at —86 dB. IM
distortion at 0.02% with VCAs. Crosstalk at —80 dB.
Wide band frequency response. Excellent RF immunity.

With prices starting at less than $50,000, it all adds
up to a professional studio console system offering an
unequalled performance/price ratio. Call or write for our Optional IDF Faders
comprehensive brochure. )

A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION
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sisted. . .Danny Peck has been in the Pro-
ducers Workshopin L.A. cutting tracks with
Jim Scott...Wildcat Studios in L.A. had
John Massari in completing a sound score
for the Ray Bradbury Theatre television series,
with Mark Coffin engineering. Also, Jack
Mack & The Heart Attack have been track-
ing material which will be used to promote
the group this year. John Ross engineered. ..
Richie Zito has been in Encore Studios in
Burbank producing Polygram’s Animotion,
with Dave Leonard and Jim Dineen Il en-
gineering the project. Other projects recently
completed at Encore include MCA artist
Janice McClane (Dana Myers/ William
Zimmerman producing; Jack Rubin/Jim
Dineen Il engineering) and Michael Hen-
derson producing; Taavi Mote/Jim Dineen
Il engineering). ..Dynasty were in at Gal-
axy Sound Studios in Hollywood collabor-
ating with The Deele on a song for their latest
album project. William Shelby and Kevin
Spencer produced. Engineer was Jon Gass
...MixMasters, San Diego, put finishing
touches on the MCA debut album for David
Andrews. Also, Randy Williams, lead vo
calist for The Rude, put down tracks for an
upcoming album release. Both projects were
engineered by Terry Cox, assisted by Whit-
ney Broussard, and produced by Richard
Ivar...Master Controlin Burbank had Ed-
die Rabbitt in recording his upcoming LP
for RCA. Richard Landis produced with Ed
Thackerengineering. .. At Clover Record-
ers, the Christian heavy metal band Stryper
mixed songs for a new album with Jim Faraci
behind the board and Squeak Stone
assisting....

NORTHWEST

At Russian Hill Recording in San Francisco,
Thomas Dolby did work on the score for
George Lucas’ new feature film, Howard
the Duck; and the contracts are in for all the
audio post-production work for David
Byrne’s new feature True Stories (Edward
Pressman Films, Los Angeles). To start work
at RHR this spring, the production team will
include Russian Hill's Jack Leahy and noted
sound designer Leslie Shatz (Dune, Apo-
calypse Now, Mishima.)...Different Fur

in San Francisco recently hosted The Loot-
ers who added vocals to their most recent
project with Ken Kessie engineering and
Mark Slagle assisting...New Breed took
some time off from their touring schedule
with REM, and started work on their LP at
Prairie Sun Recording in Cotati, CA, with
Allen Sudduth co-producing and engineer-
ing the sessions. Vince Welnick (The Tubes)
contributed to the keyboard tracks on one
song...At Montage Recording Company,
Newark, CA, Billy J. Walsh was in doing
overdubs with Elliot Mazer producing,
David Hartzheim engineering and Sneaky
Pete Kleinow laying down pedal steel tracks
...The Good Ole Persons began work on
their new country album produced by Tom
Diamontfor Kaleidoscope Records at Dave

10

Weilhausen Studios in San Francisco...
Starlight Studios’ chiet engineer Bill
Thompson has been leading the glamorous
life, working at the Richmond, CA, facility
with Sheila E., as well as local success story
Radiance. . .Translator finished tracking
its fourth CBS album at Studio D in Sausalito
with Ed Stasium producing and engineer-
ing; and Van Morrison completed basic
tracks for a new project with Jim Stern at the
controls. ..

NORTH CENTRAL

At Studio A, Dearborn Heights, MI, Jeff
Stanton, formerly with Quest Records’ R&B
group, Dreamboy, self-produced tracks with
Eric Morgeson at the board, John Avedi-
sian assisting. . .Sound Summit Studio in
Lake Geneva, W], has been playing host to
the group, Pretty Boy. The band’s project is
being engineered by Phil Bonanno with
Jim Bartz assisting. Pretty Boy and Bonanno
are producing...Digital Sex has released
its debut LP, Fssence, which was recorded
and mixed at Rainbow Recording Studios
in Omaha, NE. .. Modern Day Saints, rock
and rollers from Carbondale, IL, mixed their
six-song LP at Chicago’s Paragon Record-
ing Studios. George Warner produced the
project, with Bob Kearney engineering. . . At
The Disc Ltd. in East Detroit, MI, southern
California recording artists Blake Xolton and
Chris Bakerrecorded theirfirst joint effort as
The Unband. It was produced by Robert
Dennis who was also behind the board with
Chris Baker. . .Jon Smeltz finished cutting
tracks for a video for Oswald and the Her-
ringbones at The Recording Workshop in
Chillicothe, OH. . . At Suma Recording Stu-
dio, David Thomas has been working on
his fourth solo LP since the split of Pere Ubu,
titled Monster Walks the Winter Lake, pro-
duced by Thomas. .. At Seagrape Studios
in Chicago, West Coast-based producer Kim
Fowley and Chicago's Tom Orsi completed
final mixes of Orsi's debut album. Kim and
Tom have alsojoined forces to produce Mick-
ey “"Mixin’ " Oliver’s latest single. Mike
Konopka engineered both dates. ..

SOUTHEAST

At Soundshine Productions in Ft. Lauder-
dale, Frank Cornelius recorded a rap tune
called "Let's Get Started,” and Paul Napoli-
tano produced a disco effects rap record
called "Professor Funk”. .. Pace Recording
has been busy doing pre-production for the
Neville Brothers. The New Orleans-based
funk group is working out new material for
theirfourth LP, to be released in late spring. . .
Restless Heart (RCA) did overdubs for their
upcoming album at Omnisound in Nash-
ville, with producers Tim Dubois and Scott
Hendricks. Hendricks engineered with Bill
Whittington assisting. . . At The Castle Re-
cording Studio, Franklin, TN, producer Tony

Brown finished overdubs and mixes for Nico-
lette Larson’s new MCA LP with Steve Til-
lisch atthe board and Keith Odle assisting.
Also, Carl Wilson of The Beach Boys and
Robert White Johnson have been working
on new material with engineer/programmer
Giles Reaves...Elekira Records’ group
Guadalcanal Diary has been recording
their first album for the label at Atlanta’s Stu-
dio One with Rodney Mills producing. . . At
Cheshire Sound Studios in Atlanta, Char-
lie Singleton layed tracks for his upcoming
album for Arista Records, with Charlie pro-
ducing, Lewis Padgett engineering, assisted
by Alex Ayers...Memphis Sound Pro-
ductions pre-recorded the soundtrack for
Theatre Memphis musical, Baby, marking
the first time the theater company has pre

recorded an entire musical score rather than
using live musicians. The project was engi

neered by Tim Goodwin, John Fleskes and
Dan Hall...Powell/Parrish Productions,
Nashville's newest music production house,
completed a national spot for Cooper Tools
...Producer Harold Shedd edited tracks
on Alabama for RCA with Jim Cotton and
Joe Scaife engineering and Paul Goldberg
and George Clinton assisting. .. Veteran
producer Scott Tutt cut tracks at Nashville's
1030 Studios for newly formed Reptile Rec

ords. Tutt, with engineer Jon D’Amelio, is
doing album projects on Jerry Dale McFad-
den and Susan Marshall. . .Barbara Man-
drell cut tracks recently at Eleven Eleven
Sound Studio in Nashville with producer
Tom Collins. Harold Lee and Billy Sherrill
engineered. .. At Flamingo Studios in Tal

lahassee, Persian Guliffinished their second
album with Jonathan Prescott engineering
and producing. . .Recenthappenings at Cot-
ton Row Recording in Memphis includes
Nikos Lyras producing and engineering
projects tor Eddie & Dimetrius Thomas and
The Syndicate {a group comprised of top
local session players). The Attic, Cotton
Row’s new 16-track room (with Auditronics
501 console, Fostex multi-track and Westlake
monitors) is now available for bookings. . .

Word Records producer Neil Joseph was in
Goodnight Dallas cutting overdub vocal
tracks with vocalist Dallas Holmes on an
album featuring various Word Record artists.
Ruben Ayala engineered the session...
Johnny Nash, who had such hits as "1 Can
See Clearly Now" and “Stir It Up,” finished
production on his forthcoming album, Here
Again at Studio Southwest/Dallas. Work
on the LP began four years ago at Trident
Studios in London, then continued in Los
Angeles and Houston before the last stop at
Studio Southwest to record vocals, overdubs
and the final mix of the album. Jon Early-
Ligon engineered; Alvin Davies produced
...January Sound Studios of Dallas com
pleted album projects with legendary jazzers
Ellis Marsalis and Eddie Harris, and has
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“The Synclavier is the future
of video post production.”

Introducing the Syndavier Digital Audio System
to the video post production industry.

"It provides me the economic and production benefits and the best
quality digital audio available on the market today. It's wonderful.”

During the fall of 1985, Glen Glenn
studios decided to experiment with a
new approach fo video post produc-
tion. After months of thorough inves-
tigation, their decision to purchase a
Synclavier Digital Audio System has
revolutionized the way Glen Glenn is
approaching post production.

Although some of you reading this ad
may have never heard of a Synclavier
Digital Audio System, now’s the time,
because it is the product of the future,
available today, for your industry.

The following interview was con-
ducted with Rick Larson, Sr. Vice-
President and Jim Wolvington, Sound
Editor of Glen Glenn Sound relating
how Glen Glenn is advancing the
state-of-the-art in post production
using a Synclavier.

Rick: “I really think it is absolutely the
ideal tool for sound design. | haven't
seen and can’t imagine a device that is

better suited to our particular needs. It
provides me the economic and pro-
duction benefits and the best quality
digital audio available on the market
today. It's wonderful.”

Jim: “If you've never heard of a
Synclavier Digital Audio System, it's
simply amazing how quickly and
cleanly | can build a scene with sound
effects, dialogue and, if need be,
music. For example, let’s say you have
a scene with two people walking on a
beach and the director wants a variety
of wave crashes and he wants to hear
every single one. Normally, | would
spend many hours of downtime
selecting wave sounds which, | hope,
will please the director. Well, not any-
more. The Synclavier provides an
extremely creative and efficient way
of producing any kind of wave sounds
and as many as you want.”

“You simply download your original
natural sounds into the system once,

and they are stored on disk or mem:-
ory for instant recall. Furthermore.
once | have a wave sound (or any
sound) | have amazing control over
the contour of the sound.”

“Since the system has a keyboard
which is velocity/pressure sensitive, it
offers 76 on/off switches that give
fantastic creative control over the
pitch, attack, delay and many other
aspects of natural sound.”

“It simply saves hours of time
because it has a built-in digital mem-
ory recorder (up to 32 tracks) that is
analogous to recording but with no
tape. It's all digital and this has tre-
mendous advantages because | can
assemble all my sound effects for a
show, play them and record them in
real-time locked to video via SMPTE.
In addition, should | desire to change
anything about the sound or edit point
I can set a readout on the terminal and
make a precise edit point which is fast

P e e R R e ——

Authorized Distributors

New England Digital White River Jct., VT  802/295-5800
615/327-4343

Nashville Songbird Digital

AtlantaSorigbird Studios

Los Angeles New England Digital
404/351-5955

213/651-4016
Seattle The Equipment



and perfect. You know, to think of it,
it's quite unbelievable how fast you
are able to score sound effects or a
commercial.”

“It's simply amazing, the manifesia-
tion of the Syncilavier. I've lcoked at it
and I've seen it as a musical instru-
ment, dialogue replacement, | mean,
you can do the human voice, sound
effects, individual musical instru-
ments and have unbelieveble control
over each component. The system is
the future tool tor video pest produc-
tion and it's available today.”

Rick: “The company has been fan-
tastic in support of the product.
Whenever we felt a litile lost, New
England Digital responded instartly.
Sure, we were apprehensive at first
but | must say it was absolutely the
best decision we made in 1985."

“l wish we had the only system in the
world because it would surely keep us
on the edge. | know, after reading this
ad, a competiter will probably get a
Synclavier. Oh well...l woula if | were
them.”

“In my opinion, the Synclavier is the
way all post-production will shortly be
done. As a post-production tool! it
seems to serve a very similar function
as those massive computer-based
systems. The Synclavier is actually
the next step in cost efficiency as well
as enabling you to produce a better
product. It brings with it the oppor-
tunity for a revolutionary styie of edit-
ing and post-production; a way of
working with sound that's a whole new
ball game. It's on the leading edge ot
changing the way we as an industry
work and think about post-production
both creatively and economically.

For mere information or a personal
demonstration, please call New
England Digital or one of our autho-

rized distributors.

Syuclavier

DIGITAL MUSIC SYS8TEM

aya @

BB W
New England Digital Corporation
Box 546

White River Junction, Vermont 05001

Syrclavier is a registered trademarx of N ED. Corp
Copyrigh: 1986 New England Digital
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Lomdon Turnkey 202:4366

Dallas Lightning Music & Sound, Inc

Toronto Gerr Electro Acoustics Ltd.

214/387-1198
416/868-0528
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DIO-APPLICATIONS

The John Storyk-designed downstairs East Wing studio at Criteria boasts
a 40,000 cubic foot recording room with 27-foot ceilings. Motorized wall
panels can be remotely adjusted to vary acoustics.

GRITERIA

AT - THIRTY

by Ken Pohlmann

The big Three-Oh is an uneasy
achievement for anybody; after that
many years, the novelty of birthdays
has worn thin, and the realities of age
begin to take hold. In the case of re-
cording studios however, where many
60-month loans terminate prematurely

14

inChapter 11, 30 yearsis a remarkable
milestone. On the recent occasion of
Criteria Recording Studio's 30th anni-
versary party, | traveled to North Mi-
ami to re-acquaint myself with the fa-
cility and its principals, Mack Emer-
man and Joel Levy, and search for its
secret of longevity.

Criteria’s history is permanently
documented on millions of records
and tapes, thanks to the 140+ gold
and countless lesser albums recorded
there. Much of its success can be at-
tributed to courageous and timely fa-
cility expansions in terms of recording
space, new audio markets, and tech-
nology. Throughout its evolution, an
emphasis on quality of design and
construction of its facilities has been
instrumental in promoting a reputation
for reliable performance.

It all started with Mack Emerman’s
garage and remote recordings of jazz
musicians; his 1955 recording of pian-
ist Herbie Brock for Savoy Records
led to regular bookings, and plans for
a studio. Land for the present site was
purchased in 1957, and a 30 x 60 foot
building was opened in 1958. The first
major addition was built in 1967 when
hopes for a local film industry were
running high; two soundstages and a
back lot were built in the neighbor-
hood, and Criteria responded with a
46 x 67 foot studio with a 22-foot high
ceiling.

By 1971, the business had changed
to rock and roll and a new studio was
needed with high pressure levels and
private entrances; a 25 x 32 foot studio
was added. Business boomedin 1977
with albums by the Eagles and the
Bee Gees; a fourth room, 14 x 22 foot,
was added. Simultaneously, plans
were underway for Criteria West in
Los Angeles. John Storyk was commis-
sioned to design three studios with
identical control rooms and cutting
room. Then the recording business
and interest rates changed dramati-
cally, and in opposite directions. The
Los Angeles project was abandoned,
but the blueprints were rescued. A
million dollars later, the new East
Wing was added to Criteria. It added
a fifth studio of 50 x 50 feet, with 27-
foot ceilings, and an upstairs cutting
room identical to the downstairs con-
trol room.

Today, atage 30, Criteria is a diver-
sified facility occupying 25,000 square
feet, with a total of five studios, six
control rooms, and cutting room. Of
the original four control rooms, three
are presently active. The studio origi-
nally aimed at the film industry, Studio
A, serves as a soundstage, and record-
ing studio. The studiois large enough
to seat a full symphony for film scoring.
For shooting, one wall is a 90-foot hard
cyclorama. Movable inner walls allow
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FROM HAIRPIN TURNS
T0 STRAIGHTAWAYS
THE SPEED OF SOUND

HAS NEVER
BEEN 50 SMOOTH.

For years, sloppy tape transportation and handling
have made the audio engineer’s day much harder than
1t had to be.

This tormenting state has come to an end with the
introduction of Sony’s APR-5000 2-track analog re-
corder, available in a center-track time code version.

The APR-5000's precise handling and numerous
advanced features make the audio engineer’s day run
much smoother. For example. the APR-5000"s 16 -bit
microprocessor manages audio alignment with a pre-
cision that's humanly impossible. And the additional
8-bit microprocessor opens the way for extremely
sophisticated serial communications. In tandem, they
reach a trulv unique level of intelligence.

Not only does the APR-5000 do its job well. it does
it consistently. The die-cast deck plate and Sony’s long-
standing commitment to quality control maintain that
the APR-5000 will hardly need time off.

All of which results 1n a consistent sonic perform-
ance that'll stand even the most critical audio profes-
sionals on their ears.

For a demonstration of the re-

corder that transports analog audio
to a new fidelity high, contact your
nearest Sony office:
Eastern Region (201) 368-5185;
Southern Region (615) 883-8140;
Central Region (312) 773-6000);
Western Region (213) 639-5370);
Headquarters (201) 930-6145.

SONY.

Professional Audio

© 1985 Sany Corp. of America. Sony is a registered trademark of Sony-Corp.
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The two identically-equipped East
Wing control rooms utilize a modified
live end/dead end design, custom
FEd Long monitors, and Solid State
Logic SL 6000F 48x32 consoles.

for adjustments in acoustics. The 14
x 17 foot control room contains an
MCIJHS32 console. Overhead, a pro-
jection room overlooking the studio
contains 35 and 16 millimeter projec-
tors and dubbers. The rock and roll
studios, now named Studios C and D,
have control rooms of 15 x 16 and 14 x
19 feet respectively, and are designed
with modified LEDE acoustics; MCI
JH532 consoles are used. Studio B is
slated for renovation, with film and
video applications specifically in mind.
The newest addition, the East Wing,
has undergone considerable moditi-
cations in the past year. New acousti
cal moditiers have been added to the
studio. The upstairs cutting room has
been relocated to an adjacent room,
and the old room has been recon
figured as a mixdown control room.

Solid State Logic SL60O00OE consoles

have been installed in both downstairs’

and upstairs rooms, patchable to a
Mitsubishi X-800 digital 32-channel
multi-track and X-80 2-channel re-
corders

The architectural and acoustical de-
sign of the East Wing studios deserve
special mention. The studio is irregu
larly shaped and houses two isolation
booths, and drum platform; there is a
live area with high ceiling and par-
guet floor, and a dead carpeted area
with low overhead sottits. The studio
has an interior floor area of approxi
mately 2,000 square feet and room
volume of over 40,000 cubic feet. The

16

ceiling rises to 27 feet, then stairsteps
down in nine steps to an 8-foot height.
Three angled sections of cypress pro
vide reflection and soine scattering,
three more sections are of faoric
stretched over wide openings thatlead
to a large bass trap inside the ceiling.
This volume is hung with baf'les of
varying sizes. Three more ceiling sec
tions consist of stretched fabriz faced
by parallel wood stripslaid over open
frames. In addition to slot absorption,
the varied face angles of the wood
strips provide diffusion. The low scffits
around the perimeter of the studio pro-
vide additional enclosed volume for
bass traps. Their ceilings are made of
stretched fabric opening into exten
sive traps.

In addition to existing splays and

resonators, acoustical wings have
been installed on the walls; they are
moterized and can be remotely ad-
justed with respec* to vertical angle to
change reverberation and diffusion.
The 14 x 5 foot wooden constructions
are mounted at 12-and 18-foct heights,
and have PZM microphones mounted
on 7-foot centers.

Upstairs and downstairs control
rooms are identicai; they are nine-
sided, bilaterally symmetrical rooms
of B,000 cubic feet; modified LEDE
acoustics are utilized. The downstairs
control room window is 125 sguare
feet of glass looking :nto the studio;
the upstairs control room uses glass
only in the interests of compatible
acoustics. in both rooms, the acoustic
ceiling uses an expansion design
whicn slopes upward to a point over
the console, then conteurs downward
to the rear wall with angled cylindrical
bafiles alternating between wood and
fabric. Almost 1,500 cubic feet over
the acoustical ceiling is devoted to
bass trapping The side walls are
treated with fabric and acoustic foam.
Tne rear wall contains alcoves for au-
dioracks, as well as a large hardwood
diffusor.

The same «ind of careful considera-
+on that achieved acoustical excel-
lence in the East Wing is also evident
in the design of its equipment. The
monitoring system was custom de-
signed by Ed Long according to the

Criteria’s disk mastering suite also
features a modified live end/dead
end design. Equipment includes a
Cybersonics console and Scully LS-
76 lathe. Playback tormats can be
either analog or Mitsubishi digital.
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Some People Actually Enjoy
Sitting at Their Desk for
‘Twelve Hours a Day.

Of course, their desk is an SL 4000 E Series —
a classic example of responsive technology and
engineering know-how. Mixers tell us it allows
them to perform their craft with extraordinary
freedom and precision. Producers say it serves
their work in ways no other console can.

There is something about this console that goes
beyond the clarity of sound, the agility of its
software, the scope of its possibilities. Something
that can't be shown in pictures, diagrams or words.

When you sit behind an SSL, there is recognition.
It’s more than knowing that this is the best. It’s a
discovery that someone actually understands the
procedures and the pressures of your job. And

that they’ve developed innumerable ways to make it
easier, faster and better.

We'll be happy to send you our 40 page brochure
on the SL 4CQ0 E, or to arrange an audition. But a
word of warning. Once you sit down at this desk,
you may want to stay longer than you had planned.

Solid State Logic

Oxford * New York ¢ Los Angeles » Hong Kong

Oxford, England OX7 2PQ « (099 389) 8282
200 West 57th Street « New York, New York 10019 « (212) 315-1111
6255 Sunset Boulevard ¢ Los Angeles, California 90028 « (213) 463-4444



Time-Aligned™ philosophy using TAD
components. A unigue microphone
line system is used in the studio. Line
groups may be switched between the
control room and any of five different
input panelsin the studio from a mas-
ter control board located in a sound
lock. Fach line on the input panel con-
tains an LED display showing which
console input it has been assigned to.
Near field monitors are supported on
motorized elevators behind the con-
sole; they are raised or lowered ac-
cording to need.

The upstairs control room is designed
primarily for mixdowns and synthe-
sizer recording. It is adjacent to
matched reverberation chambers
housed in a concrete block room struc-

turally independent from the rest of
the building. Plastered wood walls are
built on floated concrete floors.

The cutting room has been moved
next door. It too is designed along
Criteria’'s own modified LEDE lines,
and is equipped with a Cybersonics
console, Scully LS-76 lathe, Ortofon
741 cutting amps, and 731 and 732
cutting heads.

Although audio-only recording re-
mains the staple of Criteria’s client list,
video projects are increasingly impor-
tant. One example is the music video
postcard sessions completed there; it
was the first completely digital record-
ing for release solely on VHS and Beta
Hi-fi formats. Using a Mitsubishi digi-
tal multi-track recorder and Calrec

much as 75%.

new jobs.

or write.

See us at NAB booth #2927
& NSCA booth #71

-

FIRST TIME.
ANYTIME.

TEF System 12 means pinpoint accuracy
in acoustic analysis. Even in the presence of

other noise. TeF System 12 determines areas of reflection or
origin within parts of an inch. With this increased accuracy and the ability
to document your work, you'll be able to reduce costly call-backs by as

TEF System 12 also utilizes Time Delay Spectrometry (TDS), a test
technique that ignores ambient interference. That means you'll spend less
time waiting for a quiet measurement situation and more time scheduling

TEF System [2is actually a portable measurement system with a
complete range of displays that allow analysis of phase, frequency and time
characteristics independently or in combination with each other. The TEF
System 12 also has measurement storage capabilities. You get all the tools
you need to present your clients with an accurate, proof-positive analysis.
And, you can get the TEF System 12 starting at less than $10,000.

To find out more about the first time, anytime acoustic analyzer, call

1718 W. Mishawaka Road, Elkhart, Indiana 46517 » (219) 294-8300
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Soundfield microphone and encoding
eqguipment, an original score and
soundtrack were recorded at Criteria.
AtEditel-Chicago, a Montage proces-
sor was used to visual edit and sync to
the digital audio. A final digital mix
was done at Criteria on a Mitsubishi
X-80, then dubbed onto video Hi-fi at
CBS-Fox; the use of Hi-fi video formats
sustained the digital master'slarge dy-
namic range and low noise floor to the
consumer's television. The project ex-
emplified the consumer's interest in
higher quality audio, and the fact that
the only major studios are equipped
to supply it. Future video postcard
projects are in the works.

There is nosingle ingredient in Cri-
teria’s success, and no guarantees for
the future. As Mack Emerman put it,
“You always have the fear that the
phones will stop ringing, but that's the
studio business.” However, Criteria is
probably as good a textbook example
as any studio. The construction of new
studios, adaptation of new acoustical
designs, use of digital recorders, and
expansion to audio for video and film
facilities, are all elements for success
and longevity. Any recording studio
that had failed to evolve in any of those
respects would have little chance in
competing in the rugged recording
market. Moreover, any studio that di-
versified at the expense of established
skills would never prosper. Adaptation,
while capitalizing on existing excel-
lence, is the only workable algorithm.

In addition, Criteria has never been
lulled with its status as a “world-class
studio;” its principals have recognized
that as a dangerous misnomer because
most studios must ultimately rely on
local and regional clients for steady
bookings. Thus Criteria has always
evenly cultivated both international
and local markets with corresponding
and appropriate rate structures. Along
similar lines, sp®cial deals for young
bands, cut rates during slack seasons,
and other incentives are a business
fact of life.

In more intangible terms, a record-
ing studio prospers only in relation to
its own generated spirit. Music is very
much an emotional pursuit, and it is
desirable to create itin a place where
the pursuit is facilitated. Favorite stu-
dios come and go, in and out of favor,
but only a handful of them remain in
the forefront of musician’s and the re-
cording community’s estimation of
prestige. The prerequisite moderating
force is certainly in evidence at Cri-
teria. Spirit, enthusiasm, attitude, at-
mosphere, and frame of mind are all
imprecise adjectives describing the
staff's presence among the machines.
When that's in good supply, and the
product's quality is a foregone conclu-
sion, the phones keep ringing. [ ]
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When You Have to Get it Right
the First Time—Reach for HMIE.

There are very sound reasons why professionals
reach for HME when the show goes on.

Dependability. HME knows the vital need in your busi-
ness for reliable equipment. We think we build the
best wireless microphones, as well as the best wire-
less intercoms and cabled intercoms available any-
where. They're rugged, built from top quality compo-

nents, and assembied with HME's Pride in Excellence.

Performance. You'll please the most demanding
performers with an audio quality that's second to

HME manufactures:

Wireless microphones
Wireless Intercoms
Cabled Intercoms

none. Dynamic range and immunity to interference
are unsurpassed.

Service after the sale. No one reacts like HME in the
event you need assistance. Now we have direct tele-
phone lines to Customer Service—the people with

the answers. Should your system ever require repair
we'll turn it around faster than anyone in the business.

Call us today for all the details. See why more profes-
sional sound engineers rely on HME when perfor-
mance is on the line.

HM ELECTRONICS, INC.

9675 Business Park Avenue, San Diego, CA 92131, US.A.
Phone (619) 578-8300 Telex: 350-771
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“Alan Pa

rsons Project

by Richard Elen

Stereotomy, the latest album from
the Alan Parsons Project, is the group's
most technically sophisticated record
yet. It involved both digital recording

two Sony 3324 24-track machines
synched together—and mixing tech-
niques, as well as the British-developed
Ambisonic surround-sound system.

The LP is the seventh in a long line
of successes under Parsons’ name. But
this producer/engineer has a distin-
guished history. It started when he left
school and went to EMI to do video
camera research. He found it wasn't
to his taste, so he moved on to tape
duplication. Almost atonce, he heard
The Beatles' Revolver album, and it
rekindled his interest in music which
had lain dormant since he'd learned
piano, flute and guitar as a child. With
in 18 months—QOctober 1967—he had
joined the staff at London's Abpey
Road Studios.

Parsons had a long association with
the studio, during which he worked

20

Alan Parsons and Eric Woolfson

A
HI-TECH TALE
OF MEN
AND MACHINES

The Alan Parsons Project’s
new album, Stereotomy

his way up the ranks. From a short
spell in the tape library, he graduated
to second engineer status. He worked
with Geoff Emerick as a tape-operator
on The Beatles’ Abbey Road album,
and went on to work with Pink Floyd
on their ambitious Atom Heart Mother
LP. Then he was involved in the mix-
ing of Dark Side of the Moon, which
earned him a Grammy nomination.
He also worked with ex-members of
The Beatles on solo projects, notably
Paul McCartney's Wildlife and Red
Rose Speedway. He also recorded
Cockney Rebel's second album, and
Pilot's first two LPs.

Then, in 1974, Parsons met Eric
Wooltson, wko becarmne his manager
and later his songwriting partner, and
the Alan Parsons Project was born.
Meanwhile, he worked with Al Stewart
and with John Miles. The latter's vocals
appear, with. other singers, on the
latest release.

All the Project albums have had a
“concept” of some sort behind them—
sometimes overt, other times so subtle
that it's oper: to interpretation. First
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Realistic reverb
at a realistic price.

YAMAHA

And not just reverb, but a full range of
studio effects. All very controllable. All in
the new Yamaha REV7 digital reverb. And
all for only $1,295*

How did we do it? By analyzing the
early reflections and subsequent rever-
berations of actual environments to see
what gives reverb its natural character and
richness. And then using specially devel-
oped LSIs to handle this immense amount
of information and the high processing
speeds required to effectively simulate
natural reverb.

The REV7 has 30 factory preset
programs permanently stored in its ROM.
These presets include large and small hall,
vocal plate, gated reverb, reverse gate,
early reflections and stereo effects such as
chorus, flanging, phasing and echo.

And each of the presets incorporates
up to seven user-programmable param-
eters which can be edited and then stored
in RAM.

For even greater realism, you can
alter the reverb time of the HI and LOW
frequency ranges in proportion to the MID
range (RT60) and simulate the dampening
qualities of absorptive materials in a room.
So the sound can be as live or as dead as
you want.

- Programming is easy because of the
- REV7’s logical front panel layout which
- gives you instant access to all functions and

the LCD readout panel which tells you at a
glance the name of the program and the
edit parameter selected.

So besides the 30 presets, you can
store up to 60 of your own programs in the
REV7’s RAM. All available for recall from
the front panel or the hand-held remote.

The REV7 features electronically bal-
anced XLR input and output connectors.
And balanced TRS phone jacks which will
accept standard phone plugs. Both stereo
and mono inputs can be connected produc-
ing, in either case, a simulated stereo re-
verb output.

There’s even a three-band semi-para-
metric EQ so you can fine-tune the sound
of your reverb to work in any environment.
And, of course, MIDI compatibility.

Realistically speaking, there’s no finer
digital reverb at the price on the market
today than the REV7. Available now at
your Yamaha Professional Products dealer.

For a catalog explaining all the fea-
tures and capabilities of the REV7 digital
reverb, write: Yamaha International Cor-
poration, Professional Products Division,
P.O. Box 6600, Buena Park, CA 90622. In
Canada, Yamaha Canada Music Ltd., 135
Milner Ave., Scarborough, Ont. M1S 3R1.

*Suggested U.S.A retal price. In Canada, $1,995 CDM.

€ YAMAHA
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came Tales of Mystery and Imagina-
tion in 1975, with an Edgar Allan Poe
theme. This was followed by a change
of labels to Arista, and the release of ]
Robot. There followed Pyramidin 1978;
Eve in 1979; and Turn of a Friendly
Card in October 1980.

Forthe 1981 release, Eye in the Sky,
Parsons and Woolfson decided to mix
the album digitally, an approach that
continues to the present. Ammonia
Avenue, which Parsons describes as
"the least conceptual Project album,”
came out in 1984 (a "Best Of" album
having been released the previous
year), leading up to “Vulture Culture,”
which emerged in February last year.

Almost every album has yielded at
least one hit single, often more. Yet
despite massive sales in Continental
Europe and the United States, the Proj-
ect remains relatively unknown at
home in Britain. With the new album
completed and in the stores after near-
ly a year of work, Parsons is hardly
resting on his laurels. Rather, he is
already working on the next offering.

This interview looks into the record-
ing of Stereotomy, but also covers
more— from the philosophy behind
the albums (and the Projectin general)
to Parsons’ views on production and
the modern recording scene. When 1
tracked Alan down to his rambling

tracks for the next album will probably
be done that way. I don't like it, but it
seems to be the way that the musicians
want to work. I'm really surprised, be-
cause you would expect them to say,
"No,  wantto play with the band,” but
instead theyre happy to put things
down one at a time.

[Hind itdifficult to make a judgement
about something unless it’s in a "per-
formed"” format. It's rather hard to de-
cide on the order of verses and cho-
ruses, and so on, simply on the basis
of a bass line. Even if we record the
tracks that way, we will no doubt have
worked out the routine with them all
playing. That's very much what the
Projects are all about—taking Eric's
ideas, expanding them, turning them
into something. Eric will usually only
come in with a sketch of an idea, and
we'll go from there. He may not even
have a tune in his mind.

Mix: Who's the personnel on the
album?

AP: Bass—David Paton; drums and
percussion—Stuart Elliott; guitars—lan
Bairnson; synths and sax—Richard
Cottle; and pianos—Eric Woolfson. The
vocals on the album are by John Miles,
Chris Rainbow, Gary Brooker of Proc-
ol Harum, Graham and Steve Dye
and Eric.

“In a way, you can understand

these people who say that digital

is ‘cold,’ but then you’re in effect

saying that what you’re putting on

to tape is cold, because arguably,

digital is the closest thing to what

you’re putting in.”

country house not far from London,
the first thing [ asked was about the
new studio being built in the home.
Would he do everything there?

AP: Obviously I can'tdo the big stuff,
and I doubt if I'll do all the backing
tracks here—when [ want to have ev-
erybody playing. But there’s more and
more of a tendency to put down instru-
ments one at a time. The backing
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Mix: Is there a concept behind the
Stereotomy album?

AP: Well, aloose one. The title's actual-
ly taken from an Edgar Allan Poe story.
“Stereotomy” is the breaking of a ci-
pher, a code. [ think the dictionary
definition actually means carvings in
stone, believe it or not. There is an
audio reference to that at the start of
the album, with the effects. But basi-
cally the album’s a comment on high

technology. The hook of the title song
is "Stereotomy/ We can make it togeth-
er.” Mind you, 'm an observer when it
comes to concepts. | like to pass the
buck. [ think of lyrics asjust words. As
Paul McCartney used tosay, "They're
just words that work.” If words work,
that's all that I would ask. Sting’s a
master of that—the lyric works with
the music. But the words of some of
the early hits [ produced wouldn't win
any prizes as lyrics, though they work
with the music.

Mix: Having used digital stereo sys-
tems for some time, and now digital
multi-track, what's your current atti-
tude about digital techniques?

AP: Eye in the Sky was the firstdigital-
ly-mixed album. This one uses digital
multi-track for the first time as well. In
a way, you can understand these peo-
ple who say that digital is “cold,” but
then you're in effect saying that what
you're putting on to tape is cold, be-
cause arguably, digital is the closest
thing to what you're putting in—at least
asfaras!'ve everheard. The sound of
analog tape does warm things up, it
does have a sound to it. [ think of
digital as being what [ intended origi-
nally, not what a medium has done to
it. So I'm very pro-digital. The biggest
attraction for me—it's almost become
a cliche—is that you hang on to what
you've got.

Mix: The recording system is just cap-
turing what's going on—just a storage
medium?

AP: There'snodoubt that never before
have we been able to capture transi-
ents like you get on digital. Every-
body's used to hearing lots of "comph”
when you're doing a track, but a lot of
people have often commented on the
loss of magic—the deterioration—on
the finished product. Deterioration, and
the fact thatit never wenton totapein
the first place. Now, with digital, you
find that some people don't like the
extra kick of a snare or bass drum
sound, or even a piano, that you're
getting when you hear back just what
you put down.

Mix: You do tend to go for quite “hard”
sounds most of the time, as well.

AP: | always used to try and avoid
them, until | discovered that other peo-
ple’s records which did have hard
sounds on them tended to sound bet-
ter on the radio. It's pure compromise.
I try notto have too much in the way of
hard sounds, but they do work on the
air.

Mix: Do you find that DX-type sounds,
which tend to be quite hard, help in
that respect?

AP: Yes, like DX7s. There is adanger,
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QUITE SIMPLY, THE C.M.1. SERIES IIl...

cre

SERIES Il VOICE SYSTEM o MASS STORAGE SYSTEM o SEQUENCERS
90db Voice'Channel Cards (up to 16 voices available, - 8" DSDD floppy disk drive (1Mb) and controlier. < Music Composition Language (MCL) text based
standard system). Expandable to 80 voices via « 110Mb (formatted) 5% Winchester Hard COMpOSer.

external voice racks.

Separate 16 bit D/A converters, dynamic VCF, VCA for
each Voice/Channel Card.

16 bit, 50kHz, stereo audio sampling (100kHz in
mono).

Up to 14 megabytes Waveform R.A.M. per 16

Disk Drive with controller. Standard S.C.S.1. allows for
connection of additional hard drives and other mass
storage media.

« Qptional 60Mb streaming tape drive and/or additional

Hard Disk Drive.

Rhythm Sequencer (RS). 16 track recorder with
graphic note events.

Composer, Arranger, Performer, Sequencer (CAPS).
Up to 80 polyphonic tracks assignable to internal
voices or extemally through MIDI can be programmed
in real ime, quantized, non-real time. Extensive

o GRAPHICS TERMINAL SYSTEM

« 82-key alphanumeric keyboard includes 15 special
function keys (assignable} and high resolution graph-
ics tablet with stylus.

« High resolution 12" Video Display Unit (VDU).

o MUSIC KEYBOARD CONTROLLER

* 60ctave Fto F

« Velocity action.

< MIDI implementation.

« Pitch and modulation wheels along with programma-
ble switches and controls

macro and micro editing features. Tracks can be
viewed as conventional music notation.
« Al sequences sync and trigger to SMPTE time code.

@ SERIAL INTERFACES
« Dual printer ports.
« Telnet Communications software.

channels in the standard system which provides over
two minutes sampling time at 50kHz.

Contains 12 microprocessors including 10-6809 and
2-68000's. Runs 0S9 m Multi-tasking operating
system and high-level languages.

Wavetorm Editor software allows extensive waveform
editing, Fourier analysis, synthesis and resynthesis
functions.

SMPTE read, write and sync with: “chasing™ capabiity.
MID! user programmable-3 input/4 output.

High efficiency switchmode power sugply.

..THE INDUSTRY STANDARD. ;

2945 Westwood Boulevard, Los Angeles, Califonia 90064  (213) 470-6280 TLX 9103426481 FAX (213) 4743716

Fairlight Instruments reserves the night to change specitications
without notice.
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though, that everybody's records will
sound the same. Not only are they all
using DX7s, they're all using SSL
desks, so everyone EQs at the same
frequencies. There is a case for not
using presets on DX7s, always fighting
to get something a little bit different.

Mix: Have you gotten into program-
ming the DX series?
AP: Not much, but when I have, I've

but [ know it's capable of doing some
really amazing things, and [ just don't
know what they are yet.

Mix: Do you use a sequencer much?
AP: No, the sequencer I've grown to
love is the Linn 9000, not so much for
actual use in the studio, but as a com-
positional aid. Richard does all the
sequencing, using a Roland MSQ-700
—he makes it take off, virtually.

“]l would like to see us continue to

be thought of as the makers of not

so much hi-tech sounding as hi-

tech thinking records.”

always come up with really good
sounds. "Trix”"—Richard Cottle—is
very good with programming. I just
have to ask for more attack, or some-
thing, and he does it.

Mix: [ gather that the people who do
Total Music (the Mac-based MIDI se-
guencing system from Southworth
Music) have a Mac package coming
up that will enable you to program a
DX series synth with an on-screen an-
alog-like “front panel” display.

AP: That'sinteresting. Then there's the
DX-1; people have found that very flex-
ible, but not very affordable!

Mix: There seemed to be a lot of music
technology involved in the album. It
was obvious at the studio (Mayfair, in
London, where the bulk of the album
was recorded) and on the record itself.
AP: Yes, I'm just beginning to get in-
terested in, and come to grips with,
MIDI. So much of this high-tech stuff
is finding the time to sit down and play
with the machine outside the studio. It
would be pure extravagance to spend
the time necessary with all these boxes.
So ['ve tried to find out how the things
work at home wherever possible. Ob-
viously, with echo devices and when
you're searching for sounds, it's a dif-
ferent story. We could have spenttime
in the studio with the Fairlight, but in
fact it got plugged in, played its piece
thatI'd pre-programmed at home, and
then on to the next thing.

I'm only scratching the surface with
The Emulator II. We've used it a lot,
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Mix: How are you finding the UMI (a
British computer-based MIDI sequenc-
ing system, running on the Acorn BBC
Micro)?

AP: We're using it more to manipulate
DX7 sounds. What I love about the
9000 is the instant overdub and in-
stant playback, which you don't have
in quite the same way on the UMI. But
it's a great sequencer; just rather too
many buttons to press.

Mix: Do you think there's any part of
digital audio technology that's more
important than the others? For exam-
ple, do you think that a digital mix is
more or less important than digital
multi-track? Or that using a digital
console would make a difference?
AP: Well, not having used a digital
console, | wouldn'tlike to say. There's
a big improvement using digital multi-
track over simply doing a digital mix.
For the first time, you don't have to
make excuses when you playback.
Orrather, you don't have any excuses
when you playback! There's no doubt
that when you record bass and drums
on an analog machine they don't come
back the way they went on.

It's alldrums, really. Let'sface it, this
is rock and roll. The main thing is
percussion— what's going to give you
the ultimate in that area. And digital
multi-track will record it for you, where-
asan analog machine won't. Youdon't
have to make any allowances.

And with analog, at the mixing stage,
when you'd make every possible effort
to get back what you tried to get on

tape in the first place, you just lose it
again when you try to mix. So to an-
swer your question, I think that digital
helps at all stages—recording, bounc-
ing down, mixing.

Mix: Do you think a digital console
would help? Would you like to try it?
AP: I doubtit. | would be surprised if
there was as significant a difference
as there is with tape machines.

Mix: There would be the advantage
of not going through A/D and D/A
converters every time you track-
bounced or mixed down. But on the
other hand, a good analog console
should exceed 16-bit specs. The noise
shouldn't be a problem.

AP: Noise neverdramatically affected
the way anything sounded. I think that
the most common area of noise is the
fact that you have to operate a mic
amp at high gain in order to pick up
vocals, forinstance. Almost all the noise
onall the records I've made has come
through on the vocal mic, I'm certain.
That's where problems arise. And
through limiters.

In fact, vocals give you all the prob-
lems. You've got a low-level source;
you've got to limit and compress it,
introducing more noise; and you near-
ly always have to put a fair amount of
EQ on it. Voices and snare drums are
the big problems.

It would be interesting to try a digi-
tal console. I've heard tapes through
one.

Mix: How did you use the two 3324s
on the Stereotomy sessions?
AP: We mixed anything up to 46
tracks on to two tracks of one of the
3324s, ending up with an unfaded
master. Then we collected all the mas-
ters together and did a digital transfer
in sequence on to a fresh tape on
another 3324. Anything that had to
crosstade was overlapped by laying it
across on another pair of tracks. The
timing had to be right, of course. If
there were any effects to add, they
were done analog through the [SSL
6000 series]desk onto two more tracks.
Sothe master could be assembled on
two final tracks of a 3324 entirely digit-
ally, except for the crosstade and ef-
fects sections, which were done through
the desk. The final master—at 48 kHz
sampling-—was then transferred ana-
log to the 1610, with a small amount of
EQ. But for the equalization, we could
have done it digitally through a sam-
pling-rate converter. | would love to
have gotten hold of a digital equalizer!
We'll use the same system on the
nextalbum, with the exception of using
a44.1 kHz sampling rate, and transfer-
ring digitally to the 1610. It's a nice
flexibility to have instant crossfade ca-
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IN THE PAST
WE HAD A BIG ADVANTAGE
OVER THE COMPETITION.

Now WE'VE GOT A SMALL ONE.

Until URELl's 813 Time Align® Monitor entered the studio. speaker systems
had become a “"smear” on the inclustry. A "time smear” in which nigh and low
frequencies subtly assaulted the ear because they arrived out of sync. The
results were general listener fatigne and unrealistic sourd. particularly on lead
instruments and vocals.

The UREI 813 solved the “time smear” problem with Time Alignment™, unify-
ing sound intoa single point source. This dramatic breakthrough, along with other
maior technical advances, soon established the 813 as the industry standard.

Now URE! introduces less of a good thing: the 8D9 Time Align* Studio Moni-
tor. The 809 delivers all the engineering depth of its big brother, but at a compact
size and price that's ideal for smail control rooms and near-field applications.

UREI's 809 features a remarkable, alltnew 300mm (12") coaxial driver that
achieves a true one-point sound source, superior stereo imaging, and tight bass.
It incorporates a tnique titanium diaphragm compression dnver that unleashes
unequalied high frequency response

The 809 has exceptional power handling capabilities, high sound sensitivity.
and low distortion. It accomplishes precise acoustic impedance matching and
smooth out-of-band response with UREl's patented high-reguency horn with
diffraction buffer. And its ferrite magnet structures assure the system’s high sensi-
tivity drivers will not degrade with time and use.

UREIl's Mode! 809 Time Align® Studio Monitor. Sraller package. Smaller
price. Same impeccable “813" sound quality. See haw it fits into your studio

today.
JBL Professional o
8500 Batbca Boulevard @D
Northridge. CA 9329
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pability, without having to sit in some
alien editing suite trying to get them
together. I'd rather do it in the studio
as part of the recording process. Plus,
you can get away with murder on
these machines, punching in and out
as much as you like.

For the recording of the tracks, we
generally used the two 3324s synched
up with the Sony synchronizer, which
is 100 percent phase-accurate. Offset
manipulation is extremely accurate.

Mix: You mixed most of the tracks
with the British-designed "Ambisonic”
surround-sound system, (the units are
currently manufactured by Audio De-
sign Calrec) with the exception of "In
The Real World.” Were you happy with
it?

AP: Yes, it was an interesting exercise.
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Alan Parsons

The benetits, I didn't think, were so
markedly great thatI felt, "God, I must
use this agair,” but I found it interest-
ing, and when it'sdecoded, it certainly
works. [ don't xnow about whetherit's
going to be the way we'll listen to rec-
ords overthe nextfew years, especially
consider:ng the number of people to
whom music is merely a background
thing.

Mix: What are you trying to do with
your albums? Why do you think peo-
ple buy Alan Parsons Project albums?
AP: In the beginning, we were con-
sidered very hi-tech, very electronic,
possibly because of my Pink Floyd
associations. Tke stark fact of the mat-

ter is that we never were. We have
always been very “song”-oriented peo-
ple, always very reliant on the quality
of the songs. Hopetully I can inject a
bit of production finesse. In the past
few years, our level of “high technol-
ogy” has been minimal compared with
some other people. But I would like to
see us to continue to be thought of as
the makers of, not so much hi-tech
sounding as hi-tech thinking records.
Not just songs and singers and rock
and roll, but something that is sound
as well as songs. Saying it's "non-vis-
ual theater” or something sounds very
old-fashioned and dreadful, but nev-
ertheless it describes what 1 would
like people to buy our records for.

Mix: Something more than just rock
and roll, something that's a sound ex-
perience as well as a musical one? |
don't see anything wrong in that. It
was whatwe as engineers were brought
up to do.

AP: Yes, but at the same time you
have the critics saying, "Oh, yes,
there’s Parsons trying to get back to
the psychedelic era!” Concept albums
seem to be unfashionable, but we've
done market research that shows that
it's just what they want. They do want
these concepts, they do want these
themes, they do want to read things
into the lyrics.  know I like that. That's
what all the classical composers did,
after all—they tried to transport you.
Not that I'd knock modern, hi-tech
rock—far from it.

Mix: The sound aspect is presumably
integral to the way you develop Eric’s
musical ideas. Do you in fact separate
what we might call the "musical” ar-
rangement and the “sound” arrange-
ment?

AP: No, I don't separate them. But
there is a marked difference between
"sound” and “sounds.” If you say that
something has a "good sound,” you're
saying that they've chosen what one
might call an aesthetically pleasing
aural spectrum. If a piano sounds like
a piano, that's a “good sound.” But it
also might be boring because it sounds
like a piano. So you have to compro-
mise between the two.

I spend alot of time worrying about
the spectrum—whether or not there's
enough top or bass on things, orwheth-
er I've over-emphasized a particular
frequency.

Mix: You spend a lot of time on the
"sound.”

AP: Yes, and I'll spend a long time,
particularly while mixing, listening to
other people’s records, deciding wheth-
er or not [ think what they did was
right. Then I say, "Do | want to match
that, or do I want to go away from
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THE TASCAM MS-16: FOR THOSE WHO'VE HEARD IT ALL BEFORE.

We designed our new 17 16- track especially
for the skeptics. Those who have heard all
the other 16 tracks...and all the other
clatms. Hearing is believing, and the MS-16
delivers enough audio quality to convince
the most critical cars. But that's just part
of the story. The fact is, the closer you look
into the MS-16, the better it gets.

The MS-16's superlative pe:formance
begins with our new micro-radii heads
Thev virtually eliminate*head bumps” and
ensure flat frequency response. Put this
together with direct-coupled amplitiers
throughout, plus ultra-quiet FETs, and vou
get exceptional transient and low fre-
quency response with extremely low
distortion.

Unlike most tape machines, the record/
sytic and playback heads on the MS-16 are
identical in performance, sa you can make
critical EQ and processing decisions on
overdubs or punch-ins without having to

20 back and listen a sccond time. You get
what you want sooacr and with fewer
headaches.

Record/Function switches for cach track
allow cffortless, onc-burton punch-ins.
Input Emable allows instant talkback dur-
ing rewinds. With the MS-16, you're free
to concentrate on the project at hand. ..
rather than on your tape machine.

The MS-16 takes the gricf out of locking
up with other audio and video machines
as well. The 38-pin standard SMPTE, EBU
interface affords speedy, single-cahle con
nection with most popular synchronizers
and editing systens. And the MS-16's new
Omega Drive transport stands up o con-
tinual shuttling while handling tape with
kid-glove kindncss.

Take a closer look at the MS-16. See yeur
TASTAM dealer for a demo, or write us for
more information at 7733 Telegraph Road,
Montebello, CA 90610

THE SCIENCE OF BRINGING ART TO LIFE.

Cuopyright 1985 TEAC Corporation Of America
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that?” I'll literally play 20 other records
in the early stages of mixing—my
own and other people’'s—taking a ref-
erence.

I always go for a difference in my
records. Does it want to be more bassy,
or more tight, more spacey, drier, as a
basic overall approach, than what we
did before? Obviously you can never
apply thatto a whole album. Forexam-
ple, Stereotomy has a bigger sound
than the previous album, partly be-
cause | think people want to hear a
bigger sound now, whereas before
they wanted a tighter sound.

Mix: And more obvious orchestral ar-
rangements?
AP: Yes, but they're used in a different

way this time. We haven't gone for,
"Ah, look, a symphony orchestra has
appeared!” We used to do that; we
almost used to be famous for it. Instead
it's used to fill out the sound at the
right moments.

Mix: How much do you do records
for your audience, and how much for
yourself? Do you make your records
with your public in mind?

AP: Recently, yes. We've had this re-
portdone by a key figure in the Ameri

can record industry; we commissioned
it. We asked who our audience was,
what other records they bought, their
age, what we were doing right, what
we were doing wrong and what their
perception of the band was. They're
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Ashly is not the only company that makes power amplifiers and signal
processing equipment. We do, however, work very hard at being the
best. We utilize only the highest quality electronic components, and our
mechanical construction is legendary. Our computer-assisted test sys-
tems assure reliability and allow us to offer our extended warranty
program on each and every product. When the situation calls for
nothing less than the best, you can depend on Ashly.

ASHLY

MAKERS OF FINE AUDIO PRODUCTS SINCE 1972
POWER AMPS + INSTRUMENT PRE-AMPS
NOISE GATES « COMPRESSOR/LIMITERS « PARAMETRIC EQUALIZERS
GRAPHIC EQUALIZERS » ELECTRONIC CROSSOVERS

FOR INFORMATION CONTACT:

ASHLY AUDIO, INC.
100 FERNWOOD AVENUE
ROCHESTER, NY 14621
TOLL FREE: 1-800-828-6308
IN NYS (716) 544-5191
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IN CANADA CONTACT:
GERRAUDIO DISTRIBUTION, INC.
363 ADELAIDE STREET EAST
TORONTO, CANADA M5A IN3
(416) 361-1667

mainly men, it turns out, in their mid-
to late-20s.

Mix: Do you have any views on why
you don't do so well in Britain?

AP: No exposure—simple as that. No
airplay. If you don't get played on the
radio, youdon'tsell records, and there's
clearly something missing in our for-
mula for British radio; otherwise they'd
be playingit. After ten years, you can't
blame record companies and promo-
tion people. Not when you're going to
Number One in every other European
country.

Mix: [s it perhaps that you don't have
afashionable image, and notthat there's
something missing from the music?
Perhaps people in Britain think you
arein some way old-fashioned, although
people everywhere else know you're
not.

AP: Yes, that's very likely. Because |
don’t have purple hair, and I don't
play guitar. Yes, possibly.

Mix: Because there aren't any gigs?
AP: There's the potential for gigs this
year. We could fill a very large hall in
Germany, forexample. Gigs have nev-
er been more likely than this year.

Mix: How do you regard the role of
producer? You do a good deal more
than just production.

AP: [ regard the role of producer the
same way that anybody would. I'm a
producer who lays very heavy de-
mands on his engineer—who hap-
pens also to be me!

Mix: Presumably you like it that way.
AP: Yes, 'dnevergoback. I did some
work in the ‘70s with an engineer, but
I just found that I couldn't keep my
hands off the desk: "Why don't you let
me do it—it would be so much quicker!”
I really feel for engineers who are vic-
tims of people like me. | know what it
was like when [ started. There | was
trying to get on in the world, and these
wise-guys come along, tweaking EQ
here and there, and not actually mak-
ing itsound any betterat all! Then you
give the producer a fader with nothing
on it.

Certainly, producers today know a
lot more about recording than they
used to. It used to be, "You mean, you
can actually superimpose this instru-
ment on the tape while you're listening
to...” Really, it used to be like that.
They were totally blinded by science.

Mix: More producers seem to be com-
ing into the industry from the engi-
neering side these days.

AP: Well, they have to. There's somuch
new machinery in recording these
days, you can't possibly avoid it.
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In the seven years of its existence,
Meyer Sound has established a
history of innovation in professional
loudspeaker design.

The concepts that we pioneered have
become industry standards, adopted
by virtually every other manufacturer.
The one-box, full-range system.
Trapezoidal cabinets and curved
arrays. Electronic equalization. Phase
correction. Driver protection. Right
down to the rigging hardware and
connectors.

But only one manufacturer combines
all these innovations—and more—

in a truly professional product line.
Meyer Sound. Creative engineering in
service of professional needs.

Meyer Sound Laboratories, Inc.

Meryer 2832 San Pablo Avenue

Berkeley, California

Sound 94702



Wireless MICROPHONES:
Users Speak Out

Each transmitter in the Sony synthesized VHF system can operate on 48
individual frequencies with 168 possible channelsin the 174-216 MHz range.

by George Petersen

Over the years, wireless micro-
phones have evolved from a "hope it
works this time” novelty item into a
reliable and quite indispensible audio
production tool. Advancements in
electronic miniaturization and LSI
technology have been welcomed into
these wireless wonders. The result is
better overall operation from ever
smaller units. .

While much has been said and writ-
ten about wireless systems, with tour-
ing and concert users grabbing most
of the attention, there is a vast market
for other users, ranging from church
PA applications to feature film produc-
tion. And their basic needs are really
no different than those of the super-
star performing for a packed stadium
audience: everyoneis looking for reli-
ability, solid RF performance, and
audio quality that approximates a hard-
wired system.

Fortunately, numerous choices are
available today: body pack or hand-
held transmitters, UHF or VHF band
operation, battery or AC powering,
single-system or diversity reception,
and dozens of microphone capsule
and lavalier options. We talked to a
number of discriminating wireless
users, including contractors, rental

30

houses, dealers, engineers and tech:-
nical personnel who shared their field
experiences in finding the right sys-
tern to fit their particular needs.

There is an old adage that goes
something like this: "If you want good
hay, then be prepared to pay a fair
price. If you want to settle for hay that
hasbeen used, wellthen. ..” The same
could be said about wireless micro-
phones, or for that matter, anything
elsein life. Bill Gillette, an engineer at
Top In Sound, an Anderson, Indiana-
based sound contractor/dealer finds
this to be a common problem among
customers who come looking for wire-
less. "We see a lot of people who want
to save money, and then go to Radio
Shack and buy a $149 wireless micro-
phone system,” Gillette notes, “and
that's exactly what they get: they have
dropout problems and interference
from CBers and truckers. Truckers are
noted for their flowery speech, and that
doesn't go over too well in a church
on Sunday mornings!”

Gillette feels clients should spend a
bit more to get a basic system, and
recommends either Samson or Com-
Tek units, depending on how much
the user can afford. “We've had nothing
but good luck with the Com-Tek sys-
tem—it's been a real winner. It lists at

about $1,000, which is about $400

more than the Samson [Concert Se-
ries] systems. There's no antenna on
the belt pack, the transmission dis-
tances are fantastic, it allows the
option of adding diversity, and has
phase locked loop tuning which is
similar to the Samson. They're nice for
the money.”

Cameron Grainger of Back Stage
in Roanoke, Virginia, recently speci-
fied top end Samson TR-50 Broadcast
Diversity systems for the Busch Gar-
dens theme park in nearby Williams-
burg. "They were putting a new show
together and we brought some of our
systems in to compare with what they
were using,” Grainger recalls. "They
bought nine Samsons for operation
on one stage, and two as backup. As it
turns out, nine is the maximum num-
ber of Samson units that can operate
simultaneously. We also have two in
our rental department: we haven’t had
any failures; neither has Busch, and
they probably give them harder use
than most people, since there are
three or four shows aday, seven days
a week, nine months a year.

"All of the Samson equipment at
the park is hand-held; their preference
is Telex for lavalier systems. Both have
worked outfine, and we have no com-
plaints with either company. The Sam-
son hand-held is smaller and lighter
than the Telex; its performance is ex-
cellent and we've stuck with that for
hand-held applications. Generally, we
sell more of the lavalier systems from
Telex. Since their reputation is very
good and their name is well known,
Telex sells very well, especially in the
church market. People ask for it.”

Finding units that were able to stand
up to the rigors of daily rentals was a
criterion for Dean Schneider, who
chose Swintek systems for his Film/
Video Services company, a Denver
dealer. "They hold up very well for
rental,” says Schneider, who has nine
systems available. "We're using the
Mark QDC-50A DBS—it's the small
lavalier type pocket transmitter and
really small DC receiver. We also use
the Mark 2Ls 50A DBS receiver that
is also capable of AC operation, but is
a larger unit. They're perfect for ren-
tal, we have very few complaints.”

Schneider finds that the diversity/
non-diversity guestion is not much of
an issue with his clients. "With wire-
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THE POINTER SISTERS NEVER
WORRY ABOUT THEIR WIRELESS

Even thaugh the Pointer Sisters take plenty of chances on stage, they never gamble with their
equipment. They use Samsor orofessional wieless systems because of their proven reliability.
Samson’s long rarge, no dropout performance gives them the freedom of movement they
nead i concert. The Pointers have built a career by mak ng smart moves. Like choosing
Samson Wireless.

RAumiord, Musical Directer, ploy t

sarrson’s Broadcast Series Gu'tc terr su",sa"'

WE TOOK THE WORRY OUT OF WIRELESS™

xamson Products C t 24 n Avenue npstaad, 0 ) 5) 489-27 LX 28469 M anad
nin edia at td., 905 e de rva'. Queb 1OP 1 A3 5] 4-£36-99 9 T doal 3
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less, your can have problems in cer

tamn lorahons, no matter what manu

fachirer'sequipment your're nsing We
have nine systemes and one of our AC
recewvers 15 diversity,. We normally
Adon thave problems with a single sys

tem bt have the diversity system for
veople who cannnt afford to have a
Arapout In normal hlm and video pro

Anectnn work, you can always do the
take overif there's an audio problem,
but in a live situation there's no such
thina as deing the take again.’

¢ 2Rev7's

- NOYSTOP

PRODUCTION & STUDIO

WRENWOURERERDY |

¢ Amek Console
¢ 3M 24 Track Deck

¢ Tri-Stereo Chorus

¢ Lexicon Digital Reverb & Delays
¢ Eventide Harmonizer

¢ Yamaha Delays

¢ Bradshaw Guitar System

¢ Synths, Grand Piano

¢ Linn Drum Machine

¢ Compressors, Limiters, Gates
¢ Great Mics

¢ JBL, NS 10’s, Aurotone

¢ Much, Much More. ..

818+8N1030 / 21344793411

Prompt service is another point
worth considering when selecting a
wireless. Troubleshooting and repair
ing a iny transmitterimbedded within
a mic body may be more than the
average bench tech can handle, so
manufacturer support in this area can
be crucial. "We felt it was very impor-
tant,” notes Schneider, "because if a
unit does go down—which all of them
do eventually—or is dropped and
doesn’t work anymore, we need it
back immediately. With Swintek, we

Circle #184 on Reader Service Card
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The Samson Broadcast Series PR-
50 offers phase locked loop (PLL)
tuning, Phase Reflex diversity switch-
ing, and a choice of mic capsules,
lavalier or instrument transmitters.

can have a unit back within a day or
so if we ship it out Federal Express. It
really makes a difference.”

The Sound Shop at Universal Stu
dios in Universal City, California, sup
plies audio gearfordozens of projects
every year, mainly catering to film
shoots for network television series
such as Knight Rider and Airwolf Tech-
nician Dave Morgan says that one of
the reasons they upgraded theirlarge
wireless arsenal to HME units was that
"we were looking to upgrade the qual-
ity of the audio channel itself. Because
of companderization improvements,
there is an immense difference be
tween models that are out today and
models from three to four years ago.
Basically the RF design of the radio
mic hasn't changed that much—it's
the audio circuitry that's moved in
leaps and bounds. Remarkable improve-
ments have been made in this area.”

Universal bought enough wireless
units to fill 13 guad-packs, a contigu-
ration that puts four receiversin a sin
gle case. The guad-pack is a conven-
ient format for location film produc-
tion, as several wireless units are often
used simultaneously when cast and
crews are away from the protective
confines of a soundstage. The stock
HME antenna (a horizontally polarized
unit) is used on one side of the diver
sity system, and Universal's sound staft
found that a vertically polarized an
tenna manufactured by Celwave (Marl
boro, NJ) works out well connected to
the other diversity input.

While Universal was satistied with
the performance of their new HME
systems, Morgan was quick to add
that the long-term durability of the
productis stillundertesting and evalu
ation. "We selected the HME system
because we liked the mechanical and
engineering aspect of it, but there are
a lot of things you don't know about
them until you put them out there fora
couple of seasons. We give them the
roughest treatment that anybody does.
In the course of one season, if it can be
broken, it will be broken.

"A fine example is the battery lid
cover. It you had somebody do a dura-
bility test equivalent to removing and
replacing that cover three orfourtimes
a day for several months, you'd find
out where the peak points are. That's
what happens in the field: batteries
are changed constantly when you
can't afford to lose a shot. It comes

MIX VOL 10. NO 4
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1510 HT" / 3020 HT™

Peavey’s new 1510 HT and 3020 HT enclosures are loaded. Loaded for powerful,
smooth, and wide bandwidth sound reproduction. Multi-driver front-loaded design
for high power handling and high sound pressure level. Full range three and four-way
passive crossover and facilities for biamping and triamping are included to allow
these enclosures to adapt to a wide variety of applications. The Peavey 1510 HT and

3020 HT, carpet covered for durability, meticulously engineered for quality sound.
Fully . . . LOADED!

For complete information on all Peavey products (including the 1510 HT and 3020 HT enclosures), send $1.25 for
our Monitor® magazine to Peavey Electronics Corporation, Dept. HT, 711 A Street, Meridian, MS, 39301.

Circle #013 ou Reader Service Card



Vega PRO wireless <

at an affordable price.

Cetec Vega's famous high-
quality "PRO" wireless micro-
phones are now available in
new, highly affordable versions.
Enhance your sound installation
with the new PRO 1-B and PRO
1-H systems. Ideal for all of your
professional audio applications,
these systems are great for
hroadcasting and entertainment
applications, as well as for use in
audio-visual systems for indus-
trial seminars, church and
school sound systems, etc.

The PRO 1-B system consists
of the Model T-37 bodypack
transmitter and Model R-31A
receiver. The PRO 1-H system
consists of the Model T-36
hand-held transmitter and R-31A
receiver.

Both systems feature DYNEX“I,

Cetec Vega's advanced audio
processor forthe highest signal-
to-noise ratio, widest dynamic
range, and most natural sound.

v s

R-31A PRO Receiver

The R-31A PRO receiver
features two easy-to-read LED
bargraph displays - one for RF
signal level and the other for
audio level. The receiver is
extremely sensitive, highly
selective, and very stable. Either
line-level or mic-level outputs
may be selected through the
rear-panel XLR connector. Line
level output is also available
from the rear-panel terminal strip.
The receiver can be powered
by either AC or external DC.

T-37 PRO Bodypack
Transmitter

The T-37 PRO bodypack trans-
mitter accepts all positive-biased
and most negative-biased electret
lavalier mics via an easy-to-use
mini 4-pin XLR connector. Conven-
tional panel-mounted mic on/off
and recessed power on/off toggle
switches are featured. The ultra

rugged case stands up to hard use.

n v
o
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T-36 PRO Hand-Held
Transmitter
The T-36 PRO hand-held

transmitter uses the popular

Electro-Voice BK-1 ("Black
Knight") condenser element
with an attractive black wind-
screen. Housed in an attract-
ively contoured black case, it
has Cetec Vega's patented
internal dipole antenna. An audio
gain control and power and
audio on/off switches are con-
veniently located on the bottom.

Shouldn't you design your
sound system around the
high quality and reliability for
which Cetec Vega is famous?
Contact Cetec Vega today to
arrange for a demonstration
of the PRO 1-B bodypack or
PRO 1-H hand-held wireless
microphone system.

[ 4
Cetec Vega

.the professional’s wireless

Division of Cetec Corporation
9900 Baldwin Place

El Monte, California 91731
(818) 442-0782

TWX: 910-587-3539
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ECHO TIMES

QUDIOFILE
UPDATE

Since the appearance of the last
Echo Times AMS Audiofile has
been exhibited and extremely well
received at AES New York, the
SMPTE show in Los Angeles and
INTERBEE in Tokyo.

Probably more significantly, AMS
have now accepted orders and
supplied a group of existing AMS
system owners with AudioFiles.
The first three owners are TVS
(Television South), the British
Broadcasting Corporation and
Trilion Video.

The AudioFile supplied to the BBC
is currently being used in one of
the Sypher suites in Television
Centre and is being used during
audio dubbing of television
programmes. Trilion have
incorporated their AudioFile in a
radically new type of post
production suite which does not
include a conventional multitrack
recorder.

WTVS

TVS has implemented their
AudioFile in a new computer based
television game show as well as
using the system for programme
production. The following is an
interview with Robert Edwards,
deputy head of sound for TVS who
discusses how he uses and why he
chose AMS AudioFile.

Robert Edwards: The first I ever
heard about AudioFile was an
advert in the June ‘85 edition of
Studio Sound which as far as | was
concerned made it a talking point
throughout the industry almost
overnight. Because of my work
commitments on Ultra Quiz ‘85 1
was disappointed not to get to see
its UK launch at APRS but was
further excited by rumours as to its
possibilities that filtered back to me
after the exhibition.

A.M.S.: So what convinced TVS they
needed an AMS AudioFile:

R.E.: In September I was at a
meeting to discuss a new game
show to be recorded by TVS called

‘*Catchphrase’” which was an
American format conceived by
Steve Radosh, who originally
worked for Atari in the States. A
video of the American version
showed it to be both fast and
entertaining and to put this across
demanded shooting ““as live’* with
no audio post production. The only
problem being that there was an
audio event every 5 seconds!!
Much of the music on the
American version was several pre-
programmed domestic quality
computer generated tunes, stings
were generated conventionally from
stacks of cartridge machines. The
result was both restricted in range
and quality and it was obvious
even at that stage the programme
would benefit from a ‘‘digital juke-
box’’ — AudioFile.

A.M.S.: But at this stage you hadn’
even seen AudioFile.

R.E.: At that time all we had to go
on was AMS’s considerable
reputation. I had personally used
both the AMS DMX 15-80S and the
AMS RMX 16 for music production
at TVS and have been so pleased
with the performance of those units
that [ knew that whatever
AudioFile did, it would do well.
A.M.S.: So it must have been soon
after that that we first met?

R.E.: Yes and I must admit that
having talked through our
requirements with Mark Crabtree

Robert Edwards at the AUDIOFILE controls.

and some of the R & D staff at
AMS it is a tremendous credit to
the enthusiasm and skill of all
those involved with AudioFile that
a system was configured, specialist
software written, delivered and
commissioned for the first pilot
only 19 days later.

A.M.S.: So how is it used on
Catchphrase?

R.E.: Each of the eight start buttons
on the AudioFile control surface are
addressed from our central games
computer. Any contestant banging
their pod results in an audio
sample being triggered. A second
output is used with a stack of 15
different music sections which
correspond to differing Catchphrase
animations, the sequence of play
varying from shaw to show. A
third output is dedicated to our
‘*AudioFile operator’* who has
instant access to a stack of
individual stings

A.M.S.: So is AMS AudioFile earning
its living for TVS?

R.E.: It has been used on all 18
Catchphrase shows so far recorded
and also on the current series of
73" — both of which are fully
networked. The system is extremely
versatile and new possibilities are
discovered for it every day. When
we eventually get a chance to use it
in its post-production mode we
believe it could halve the time to
do light entertainment dubs.@



BOB CLEARMOUN

Echo Times has so far had no
difficulty in attracting well known
and respected individuals to talk
about the reasons why they prefer
AMS digital audio processors to
others — Bob Clearmountain is no
exception and complements
perfectly other producers and
artistes who have already appeared
in the pages of Echo Times. Bob is
one of those rare individuals that it

is easier to list people whom he has ‘

not worked with at some time or
other than to make a list of people
he has worked with.

A.M.S.: | have read several articles in
American magazines about you but can
you tell me how you first got into the
recording business?

Bob Clearmountain.: Originally I
was a bass player in a bar band up
in Connecticut — we weren’t very
successful at all. Before that I had
been an avid listener to records and
along with my playing I always had
a feeling that I was someday going
to be involved in the record
business — on one side of the glass
or the other!

The band finally broke up whilst
doing a demo at Media Sound in
New York. At that time I had
nothing better to do than hang
around the studio and bug them
until they gave me a job.

A.M.S.: So what advice have you got
for any out of work musician who
wants to be a world-class record
producer?

B.C.: Well what worked for me is I
remember telling them. "’I’'m going
to be pretty good at this someday
so you really should hire me!”’ I
liked the place and I liked the
people and luckily they hired me. I
was doing sessions after a couple of
months and the first session I got
onto, after supposedly being a
runner, was a Duke Ellington
session. I remember that day very
well, I did two messages and was
then told to get downstairs into the
studio because from then on I was
a recording assistant. That really
blew me away!!

A.M.S.: Did things move slowly or
quickly from then on?

B.C.: Oh pretty quickly. I spent
five years there and then a couple
of people there, Bob and Tony,
decided to start Powerstation and I
was the first person they
approached on the engineering
side. I jumped at the chance. When

it opened the studio did a lot of
black R and B. My roots were a lot
more rock and roll and so I slowly
tried to make it a little more rock
and roll and slowly that began to
happen.

A.M.S.: What were your rock and roll
roots?

B.C.: I was really into English
music, the Beatles, the Stones,
Traffic, the first couple of Jethro
Tull records. Eric Clapton, Jeff Beck
— and seeing as I'm getting onto
guitarists I can’t leave out Jimi
Hendrix. By the time of the punk
era Powerstation attracted Ian
Hunter to work on demos of
"’You’re never alone with a
schizophrenic’'’. He liked the
warehouse feel so much that he
ended up doing the whole album
there.

A.M.S.: Did that mark the start of the
heavier bands working at Powerstation?
B.C.: Yes it did because Ian Hunter
hired the E Street Band who
immediately went back to Bruce
Springsteen and said — "'you really
have got to check this studio out!”’
From there on Springsteen came in
and did The River album here and
that really changed Powerstation
because the word was out and
more and more rock bands came
in.

A.M.S.: Who were the first band that
you really got involved with and
enjoyed?

B.C.: Probably Climax Blues Band.
We made a really great record

together but it was the old story

it didn’t sell. Back in 1978 or 1979 I
made another record that I really
enjoyed with a guy called David
Warner on Epic which also didn’t

sell but I still figure that was
one of the best records i ever
made. Brian Adams really started
to open it up for me because when
we first worked together we were
both unknowns. Our first album
was in 1980 I think and we’ve now
done 3 together.

AMS.: S

few people at AMS thought his
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American end.

B.C.: Wow Live Aid! AMS really
figured heavily there — and I know
because I mixed most of the
American bands, probably about 70
per cent of the acts. For instance,
did you realise that most of the
snare drums throughout that day
were the same sample stored in a
DMX 15-80S? In a situation like
Live Aid you never know what you
are going to get, mikes and
complete set ups were constantly
being changed and the one thing I
could completely rely on to control
was my trusty AMS 15-80S — and
believe me I was triggering
everything. I had one really good
snare sample that I'd recorded at
Townhouse with Mel Gainer of
Simple Minds and that was the
sample I used.

A.M.S.: S0 Mel ter’s 3

was pretty important to Live Aid?



B.C.: The funny thing was that
when Simple Minds got up to play
he used the same snare drum that
we’d originally taken the sample
from — even with the same head
and everything and the drum and
the sample sounded exactly the
same. For a while I thought the
AMS had freaked out and it took
me a while to realise what was
happening — most unnerving.
What a day that was. I’d finish
mixing one band and then jump
out of the way to allow set up and
line checks for the next before
quickly jumping back in front of
the board to start mixing again. It
worked fine during the afternoon
when we had 20 minutes for the
next set up whilst London was
broadcasting, but when London

went off the air it was unbelievable.

Live Aid was a fantastic event
and something 1 am sure none of us
will ever forget. Let me ask you if you
think your production approach is
different to that of other producers?

B.C.: Well, I do try to make a fresh
approach to everything but of
course you develop certain things
that you know work and feel
comfortable relying on. The most
important thing in a session is the
musicians’ and artistes’
performance and making sure they
are as comfortable as possible
usually ends up with the best
results. For that reason I use things
I understand and once things are
rolling I will experiment in the mix.
A good basic sound is important as
it is incredible what can be done in
the mix. For instance, I sampled a
Max Weinberger snare that ended
up being the snare on the Bruce
Springsteen ‘’Born in the USA"
track.

A.M.S.: And that snare sound is
probably one of the most famous of all
time!

B.C.: I like AMS units a lot, the
DMX 15-80S is so clean whether I
use it as a DDL, pitch changer or
sampler — the RMX 16 I also like
and I use it alongside natural
reverb or EMT plates because it is
one digital device that doesn’t
sound too sizzly as many of the
others can. The AMS Nonlin is my
favourite, even with a very short
amount of decay time you get a
really nice room ambiance.@

PEOPLE IN

THE KNOW

Ian Jones of HHB found the show
"’extremely busy’’ and noted that
particular interest was being
shown in the Amek and AMS
stands.

New York AES show report in Music
Week.

Richard Goldblatt of Audio FX
said AES 85 was the “‘most
exciting show for four or five
years’’. Goldblatt saw a range of
items that will possibly be
appearing on Audio FX
inventories. Among other items,
Goldblatt was particularly
interested in the Lexicon PCM 7D
and AMS AudioFile.

New York AES show report in Music
Week.

I like working on documenta
items where you may have a lot
of mute library footage; that’s
good because you're using your
memory of all the effects you
have got. You can do wonderful
things with the memory store on
the AMS DMX 15-80S, locking
sounds into it and editing the
loop. We're looking into getting
the one with the keyboard
interface for mechanical effects. If
you've got a bit of equipment
with some sort of reciprocal
motion you can just store one
little bit of some machine in the
AMS and fit it in so it's going
with the picture.

Robbie Weston of Silk Sound in an

interview with Tim Leigh Smith of
Broadcast Systems Engineering.

A lot of the fills were doubled
with timbalies and the whole lot
had gated reverb put on it. I used
the AMS and Sony digital reverb.
The great thing about the AMS
are the reverse and nonlin
programs.

Eddy Offord talking to Peter Buick of
Sound Engineer.

I don’t use a lot of effects on
mixdown, although I do use a lot
of AMS delay lines, the big EMT
valve echo rates (140’s) with
tape pre-delay, and various digital
reverb units like AMS and
Lexicon.

Laurie Latham talking to
International Musician and Recording
World about the making of the Tomb
of Memories track for I§aul Young.

Outboard Gear: Quantec Room
Simulator, 3 AMS RMX 16 Digital
Reverberators, 3 AMS DMX
15-80S Digital Delay Systems......

Following an Interview with Dave
Tickle in Mix outlining the sound
system for the Prince 'Purple Rain’’
tour.

I did it at Power Station here in
New York. The equipment
consisted of an Scle console,
three AMS digital samplers, two
Emulator IIs, two AMS digital
reverbs, ten reverbs of various
makes, ten delay lines of various
makes and miles of half inch
tape. I brought in my own
sampling for ''Dancing in the
Dark’’ with a kick and snare
pattern. Via the AMS sampler, 1
combine my own pattern with
that of the songs to create
something new and different.
You need two sampler units —
one for the kick and one for the
snare. (EDs Note: now with
"’Dual Lock-in’’ available on the
DMX 15-80S one unit can handle
both samples]]. This can also be
done with all other instruments.
In other tunes, I’'ve sometimes
added in instruments not in the
original recording if it would help
in highlighting something.

Lord-Alge talking to Mix Magazine
about the remix of Bruce
Springsteen’s “'Dancing in the
Dark™.
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Unique Recording

Unique Recording Studios are set about
one hundred feet above Times Square,
New York and represent yet another
successful recording venture started by
musicians initially for musicians.
Because of the owners’ early
involvement with synthesizers the
facility now boasts not only one of the
most comprehensive collections of
keyboards, but also what appears to be
at least one of every digital audio
processor ever manufactured! For this
reason the views of Bobby Nathen and
Tom Lord-Alge seemed valuable.

B.N.: In the beginning we worked very
hard to keep on top of new sounds and
possibilities which meant our collection
of keyboards began to grow. What we
also knew was that to make a synth
come alive it was much more than just
the patch and because synths are dry
an integral part of recording them has
got to be ambiance.

A.M.S.: You chose digitai devices to do
this right from the start?

B.N.: Yes we did — even though many
clients had been indoctrinated at other
studios that you need cavernous rooms
rather than electronic devices. The first
units we owned were a Lexicon Prime
Time and an Eventide Harmonizer —
we believed in electronic devices from

the start right up to the present where
we try and offer our clients every
device available. For instance, when the
Lexicon PCM 41 came out we bought 5
of them because we knew that the
more DDLs in a mix the clearer the
mix. Even if they weren’t used for that
they would be used for synching before
devices like Dr. Click and the like.

A.M.S.: What about reverbs?

B.N.: We bought a 224 and then a
Sony DRE 2000 which was one of the
first 16 bit machines and therefore had
a fantastically bright top end but no
bottom end — and still doesn’t have
any bottom end but it goes very well
with the 224. What came next was the
gated plate sound that we had heard
on Gabriel and Phil Collins albums and
we experimented with what we’d got
until we heard the RMX 16 and realised
that was the sound we’d been working
hard to get but not quite achieving.

A.M.S.: So did you buy an RMX 16 at
this stage?

B.N.: We started by renting them but
soon found out that even though
Martin had something like 14 units we
could never guarantee to get our hands
on let alone one of them. So then we
bought a couple of them and they are
now definitely the standard.

A.M.S.: So how many AMS systems do
you own now?

B.N.: We have 4 RMXs and 2 DMXs
and any mixing done here uses a
minimum of 2 RMX 16s and 1 DMX
15-80S. Even though we have all the
other reverbs a lot of them are just
there — even though we bought three
of the new low priced Yamaha Rev 7
units people don’t run to them like
they do to AMS. The RMX 16 reverb
sound has become the standard for
making records today. There is just
something about a snare drum through
an AMS reverb and you just can’t get
the same effect through any of the
other units.

A.M.S.: And how about the DMX 15-80S
units?

B.N.: We use them in every way
possible, delay, pitch change sampling
and even pitch correction of material at
the wrong tempo or wrong key works
fine. We used to use an Emulator for
our sampling until an English client
introduced us to the 80S which
obviously far surpassed anything we
had used before. A lot of engineers will
only use the AMS in a mix as a
triggering thing and go straight to 2
track, then at the end ““unlock’’ and
not let anyone else get at their samples!
A.M.S.: So you don't think a studio
should be without a 15-80S?

B.N.: Well let’s just keep talking about
the 80S used as a sampler, used
properly can save a group between 2
and 10,000 dollars because that’s what
it costs to do a set up and get the right
sound. Not that they are going to take
that money and put it in their pockets
— we recently sampled sounds from an
early Cheap Tricks album and used
them on their latest album — and they
weren’t even aware it was possible.
Anyway ask my engineer Tom Lord-
Alge what he’d miss most if he walked
into an empty studio.

Tom Lord-Alge.: Well I guess I'd miss
the console and multitrack most
(laughs). The session I'm working on
now I’'ve got the REV 7, the REV 1,
Ursa Major, Sony DRE 2000, Publison,
Lexicon and AMS. If there were only 2
units, no 3 units that I could have it
would be 2 AMS reverbs and the AMS
DMX 15-80S. I mean I use the AMS on
everything because I can get all the
sounds I need out of them — but if |
have any other unit I can’t get the
AMS sounds out of that!@®

=ms

¢ ADVANCED MUSIC SYSTEMSe

AMS Industries glc, AMS Industries Park,
Billington Road, Burnley, Lancs. BB11 5ES.
England

Tel: ((282) 57011 Telex 63108 AMS-G

&

vene Tsas

I\

EXCLUSIVE DISTRIBUTOR

HARRIS SOUND, INC.
(213) 469-3500 * (800) 233-1580

DMX 15-80S DIGITAL PITCH CHANGE & SAMPLER
RMX 16 DIGITAL REVERB
DMX 15T TIMEFLEX DIGITAL TIME COMPRESSOR

a— | —-—

QUDIOFILE

(COMING SOON)
HARD DISC DIGITAL RECORDER/EDITOR

CALL FOR INFORMATION AND DEALER IN YOUR AREA.

Advanced Music Systems 1» a division of AMS Industnes pl¢

Designed and printed by Studio 74, Colne, Lancs.



down to mechanical reliability, which
was one of our main considerations in
buying radio mics this time.”

Another user that has been work-
ing closely with the manufacturer in
giving feedback on day-to-day opera-
tional use is KGO-TV, the ABC affil-
iate station in San Francisco. The sta-
tion began using Sony wireless a few
years back, with the UHF system, and
now is also using ten of the new VHF
synthesis units as well. "We've been
using the [VHF] system since we went
on-air [in their new facility] last June,”
explains KGO's audio/ video systems
manager Michael O'Shea. "Sony loaned
us some hardware until they developed
their final product, and it's been very
satisfactory for us. The synthesized
VHF system is so flexible that we can
get enough channels to certainly ac-
commodate our needs. We can oper-
ate ten independent channels without
any problems, something we could
never do with the system we had be-
fore, an old Thomson RF system. We're
real happy with it. It's flexible and
reliable.”

Just across the Bay, Jay Patterson
Videoin Berkeley (a video production
company serving corporate, industrial
and low-budgetfeature clients through-
out Northern California) has found the
Nady 701-LT full diversity VHF systems
to be the answer to their wireless
needs. Owner/engineerJay Patterson
chose the Nady for “its sound quality,
which is very good, and the fact that
their diversity system works. Ultimate-
ly, the Sony full diversity UHF system
is the best sounding wireless around
—if you have the money. Besides a
wide frequency response like the
Nadys, they have a large dynamic
range, but working with a UHF sys-
tem can be problematic—it's in the
nature of using higher wavelength
transmissions—but that sort of thing
can usually be eliminated with a
diversity system.

“If you're doing something where
it's important to have program conti-
nuity at all times, then definitely go
with a diversity system—by any man-
ufacturer. I just happen to think that
the Nady system is excellent: after a
year of hard use, it is virtually impos-
sible to detect the switching from one
diversity receiver to another. Since
the Nady receiver is not as small as
some others, it's not as convenient for
location film and television. It's ideal
for sound reinforcement, studio work
such as game shows, and other shoots
where that consideration doesn’t come
into being; for those applications, it's
the best deal for the money. The fidel-
ity is there, and the compander circuit
John Nady invented helps tremendous-
ly in terms of dynamic range. It's a
virtually trouble-free wireless system.”

—PAGE 38
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I'he airwaves are bursting with interference. TV you 48 channels — 48 opportunities to get on the air
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HE BATTLE OF THE BANDS.

in excess ot 94dB. Well within the realm of wired
microphone performance.

The Sony system is also designed to
withstand the rigors of live recording. Be-

as well—about $3.000 for a full-diversity system.

A small price to pay to keep a respected engineer’s

reputation from being at the mercy ot a taxi dispatcher.

For more information about the Sonv Wireless

System, call the Sony Professional Audio othee nearest
you. In the East, call (201) 368-5185: 1n the

South, (615) 883-8140; in the Central

Region,(312)773-6002:and

in the West, (213) 639-5370

SONY
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Cetec Vega’s Model 67A portable VHF diversity receiver features Dynex
II® audio processing and either internal batteries orexternal 10.5-18 VDC

powering.

—FROM PAGE 35, WIRELESS MICS
Wireless microphone rentals are
one of the specialties of Midcorn, a
retailer/remote truck/rental company
based in Irving, Texas. Owner Mike
Simpson notes that the firm keeps from
12 to 20 Cetec Vega units available at
any one time, and he is "extremely
happy with their product. They were
the first conipany we came across that
really knew the care and feeding of
wireless mics. The Vega products have
been extremely good, especially in
the last year, when they came out with

their Dynex Il and R-42 receiver.”
Simpson’s background as a ham
radio operator brought a particular
interest in radio technology to Mid-
com. A fully equipped RF test bench
is used to check rentals for frequency
and deviation characteristics before
they go out, and much research has
been done in the way of optimizing
performance via antenna testing and
design. "Most wireless systems just
come with a piece of spring steel
mounted on a connector,” Simpson
laments. "We've worked with a cus

tom antenna manufacturer to develop
a spring-loaded base telescopic an

tenna that we market. [t pulls out to be
electrically atone-quarter wavelength,
which is the proper wavelength for
that kind of whip. We've also experi-
mented and sold a few Yagi directional
beam antennas which can be mounted
on a mic stand. Since the Yagi has a
strong front-to-back ratio, it tends to
differentiate and hone in on signals.”

The VHF band, Simpson maintains,
is the best choice, at least for those
working in hisregion. "There are some
serious problemns in using 900 MHz
systems here in Dallas, because that
frequency band is shared by radio
and TV stations here—it's their studio
to-transmitter link band. If you're in
that path, you're fighting them and if
you turn your wireless transmitter off
you can hear those stations. That hap-
pened when a system was shown at
NAB here some years ago. You could
hear WFAA radio perfectly when the
transmitter was off. The VHF frequen-
cies have proved to be better, in our
opinion.”

A slightly different view on the UHF
controversy is taken by Masque Sound,
asound leasing and sales firm in New
York City. The company's main em-
phasis is dealing with Broadway
shows, and they have supplied Senn-
heiser UHF wireless systems to Leader

“True audio mobility”’
for the video production team

Swintek's integration of microphone and intercom technologies for multichannel wireless audio links has

established true mobility for the state-of-the-art video production team. Compare features and discover why
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of the Pack, Wind in the Willows, and
currently to Andrew Lloyd Webber's
Song and Dance, starring Bernadette
Peters. Masque Sound's early proto-
type testing of the system on Big River
caused Sennheiserto change the mic
input padding on the transmitter to
accommodate the extremely wide dy-
namic range requirements of musical
theater production. Masque's corpo-
rate VP Tom Sorce (who at press time
was filling as mixer for Song and
Dance for a week) says that "the field
support from Sennheiser has been
great. They've been willing to listen to
us, take our recommendations and fix
the problem. It's worked out to be a
product that's as nicely engineered
as any product I've ever run into:
strong RF transmission and reception
quality, and really good audio.”

Masque Sound technical manager
Dennis Short notes that the main ad
vantage of UHF is because "there’s so
much RF on Broadway. There's hardly
a show out that doesn’t have a wire-
less or two—even straight plays. It'sa
problem of the airwaves being crowd-
ed. It's nice to have a UHF show: you
don't have to worry about the show
next door using the same frequencies.
We've had this happen with VHF—a
transmitter goes down, and the sound-
man realizes that another theater has
the same frequency and you can hear
their performance. You can either work
with them or go somewhere else, and
that ‘somewhere else’ isthe UHF band.”

Vice president Sorce adds that tech-
nology has come to the rescue for the
dilemma of conlilicting wireless and
outside frequencies. “As of right now,”
he explains, "we're using a couple of
computer programs to handle fre-
guency intermodulation problems.
We've come up with a good number
crunching program for both UHF and
VHF, as sometimes we use both on a
show. We used Cetec Vega's program
as a basis and have taken it further,
modifying it to include UHF.”

The Cetec program is also utilized
by Midcom's Mike Simpson, who
warns users to use caution when
choosing frequencies. “You can't arbi-
trarily select frequencies just because
wireless mics are on different frequen-
cies. If you put ten wireless units in a
room, they better be on exactly the
right frequencies, because the har-
monics that develop from multiple
transmitters in the same area is mind
boggling. If you have three wireless
mics and put one at 174 MHz, and the
nextat 175 MHz, then you'd better not
put the third at 176 MHz or you've got
problems. It's the harmonic relation-
ship that A + B + C cannot have com-
mon spacing. That's where the inter-
mod program comes into effect. It's
really quite a science.”
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Swintek’s Mark QDC/2 system. The QDC receiver (shown here with head-
set) utilizes the same dB-S companding as the company’s fop AC-powered
units, but its small size makes it ideal for ENG-type on-camera mounting.
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ARTIST"STUDIOS

FROM
SESSION ACE
TO o

PRODUCER

by Q. Bryce

Upon entering producer Jay Gray
don's personal studio you see most of
the things you'd expect to find in a
state-of-the-art recording facility: The
mixing console, tape machine, out-
board effects and racks of synthesiz.
ers and drum machine are all quite a
home. But the items that do seem odd
are the two garden rakes strategically
placed in the control room—one in
the back corner next to the MCI 24-
track recorder, and the other in be-
tween the glass looking into the stu-
dio.Yet while most studios don't have
garden rakes in them, most studios
don't have names as off the-wall as
"Garden Rake.”

"My nickname is Jake,” says Gray-
don. "And when [ was 16, [ was in a
band called The Go Go's, and | was
booking other bands on the side while
| was in this band. A friend of mine
said 1 was raking in the money--if
you call $75 a week raking itin— and
so that became Take the Rake. So
Graydon sounds like Garden; there’s
‘Garden Rake.”

Although that explanation may be
a bit hard to follow, it's not hard to
follow Graydon’s path from one of the
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Lou Rawis (L) and Jay Graydon at the console in Graydon’s home studio.
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JAY
Graydon

most in-demand session guitarists of
the "70s to a successful hit producer
in the '80s. With 12 Grammy Award
nominations for his abilities as a writer,
engineer, producer, arranger and qui

tarist, Graydon’s latest is for his co-
writing contributions to the St Elmo’s
Fire soundtrack/album (the song
"Close to the Edge,” which he wrote
with friends David Foster, Peter Beck

ett and Steve Kipner). Of late, six con

secutive years of nominations have
brought Graydon two Grammys for
co-writing "Turn Your l.ove Around”
(with Steve Lukather and Bill Cham-
plin) and "After the Love is Gone”
(with Champlin and Foster).

In 1985 alone, Jake’ produced (and
sometimes wrote for) the likes of El
DeBarge, Lou Rawls, Howard Hewett,
Patti Labelle and Bill Champlin- -the
lattertwo beinga duettitled, "The Last
Unbroken Heart.” His most successful
work of 1985 was the several tracks
he produced for the DeBarge album,
Rhythm of the Nightand the single he
co-wrote from the same album, "Who's
Holding Donna Now,” which hit Num-
ber One on the adult contemporary
charts and climbed well into the Top
10 on the R&B and pop charts.

PHOTO: CRAIG MATHEW

And Graydon's studio, designed by
Gary Starrand built at his home in the
San Fernando Valley (Calif.) in 1980,
has played an important role in that
path from playerto producer, in addi-
tion to facilitating his recording proj-
ects. The majority of his recent suc-
cesses were created and recorded at
"Garden Rake.”

"I was making good money —quite
a bit more than $75 a week--as a
studio player, and I didn't want to take
afinancialloss while working my way
to becoming a successful producer,”
says Graydon of moving from beyond
the glass to behind the console. "It
was easy because | knew | had the
talent to do it—it was just a matter of
jumping in and doing it. Having my
own studio gave me the added finan-
cial security | needed to make the
transition comfortably.”

Graydon’s interests and abilities as
anengineer started long before grad-
uating from player to producer though.
In addition to accompanying his father
(entertainer Joe Graydon) to record-
ing sessions at an early age, he feels
he was inclined towards the "studio
concept.”

"When [ was about 11 years old, |
had a paper route and used to tape
garage bands that | had discovered
while out throwing papers—with a lit-
tle tape recorder, mixer and a couple
of mics. So | went from mono to 2
track, to 4-track. In the late ‘60s,  had
a little 4-track studio at my house--
the Sony 854-48S.

'In the early '70s, when | started
doing record dates and making mon-
ey, | finally could afford an 8-track,
then [ graduated to a 16-track, and
then eventually a 24-track. | always
had a studio of some sort. It wasn't
official’ until 1978 when I quit doing
dates as a quitarist.”

Graydon’s now “official” studio fea
tures an automated MCl console (528)
he bought when the studio was built
because it was "the best available at
the time.” After starting with a 3M 24-
track machine, he now has the MCI
JH-24, but is looking for something
more: "We don't know what we're go-
ing to get yet, but we're gonna do
something soon, something without
VCAs. VCAs make things wide, not
tall. It sounds like their slew rate is
slow, butit's not really that; it's just the
characteristic of a VCA.

"When you have a bass drum run-
ning through a regularaudio module,
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as you add bottom, it doesn't spread to
the sides; it just gets taller. With VCAs,
as you add bottom, it gets wider and
takes up a lot of area—which makes it
very hard forlayering. [t makes it hard
to have a lot of defined bottom end on
a record. [t forces you to make things
smaller. We're gonna get another con-
sole real soon,” he emphasizes.

But until that happens, Graydon and
engineer/technician lan Eales have
just completed some re-wiring on the
MCI machine with Monster Cable.
("Since I've been introduced to Mon-
ster Cable, | can’tuse anything else.”)
And the difference is "amazing,” he
says. "It sounds much more musical.
The bottom end sounds tight -not
mushy. And on the top end, a lotof the
2k hash has gone away.”

In addition to being part of the grow
ing crowd of Monster Cable fanatics,
Graydon is also sold on George Mas:
senburg. "His 5-band parametric equal
izers are by far the best EQ I've ever
heard,” he says. "There's nobody like
him. | have a lot of respect for that

guy.

Although Graydon obviously enjoys
the convenience of stepping from his
living room, through a hall, and into
the control room, having his own stu-
diois a two-edged sword when it comes
to his role as a producer. It seems the
record companies at times want him
to foot the bill when things don't finish
on schedule.

"It doesn't help on selling yourself
as a producer. As a matter of fact, if
anything, itworks in reverse. Because
it they know you own a studio, they
expect you—if your budget runs into
trouble—to give them a break. Now
they wouldn't expect any other re-
cording studio in town to give them a
break.

“The problem is, this is a profession-
al recording studio; this is no Mickey
Mouse operation—no offense Walt.
This is a serious, functioning record-
ing studio that probably costs between
$70,000 and $100,000 a year to main-
tainandrun. ..l hateitwhen this goes
down; it hurts the studio. . .it keeps
the studio from growing, new-eguip-
ment wise. What's the difference if |
own it or not? It still has to be main-
tained.”

While he is quick to let you know
about the less appealing side of things,
Graydonisalso enthusiastic in explain-
ing the advantages ot having his own
studio, which is "open"” eight to ten
hours a day, six days a week. "The
good side of it is | don't have to book
time anywhere- -1 can always get in.
It's mine; nobody else uses it basically.
[ can stay set up. It gives me more
time to think about dealing with things.”

Not only does he not have to worry
about hooking time anywhere, but
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Graydon can also set his own hours,
especially during the pre-production
phases of a project. Depending on the
situation, a typical day consists of go-
ing to work atabout 8 p.m.and working
until 5 a.m. While most are getting up,
Graydon goes to sleep. He is usually
up again by about 2 p.m.

"I work at night because the phone
doesn’t ring,” explains Graydon. "It's
just the best time for me to work. When
it's daylight, I want to be out in it. If |
worked in the daytime, I'd getup, walk
into the studio and never see the light
of day.

"Now even though I would be upin
the daytime, | would never see day-
light. People say 'You're so weird man;
you work at night and sleep most of
the afternoon’ -1 see five hoursof day-
light everyday; I've got a tan. For me,
I'd be so pale and white it | worked in
the daytime; I'd never be outside be-
cause when | work, [ work at long
stretches, | hardly take any breaks; I'd
be inside the whole time.]'d be looking
outside and want to be outside in it."

Handling the full-time technical re-
sponsibilities as well as engineering
duties at times is lan Eales, whose re-
cent credits include engineering work
for David Pack ("Prove Me Wrong”
from the White Nights soundtrack),
Ted Nugent and Chaka Kahn (a live
video for Pioneer/Japan).

Graydon feels the combination of
his musical expertise and Eales’ tech-
nical know-how is a winning team.
"That's another advantage to the rec
ord company that doesn’t cross any
body’s mind: lan and [ know every
inch of that studio. If you go to another
studio, depending on how their majn-
tenance is, you could spend a lot of
time finding electrical problems by
accident. Because | work nights, lan
has the entire day to keep the studio
in good working order. That could save
a week's worth of time, typically, at the
beginning of an album project.”

ForGraydon, “everything looks good
at this point. [ had a good year and
loved working with all of the talented
people | was able to work with.” He
looks forward to a future of producing
and writing for talent as diverse as his
Grammy nominations. "l have no defi-
nite plans on who [ want to work with:
I'd like to do a rock and roll band. |
might even do a solo album in the
near future.

"For years | worked in this industry
because of my love for music and the
material wealth that comes along with
it. The music business can be lucrative
at times, to say the least. But that's not
the way to look at it; the money will
come if you're good and don't give
up. But now, I realize the reason GGod
put me here is to make people happy
through music.” [ ]
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LOCAL (608) 2711100

() FuLL COMPASS SYSTEMS

6729 SEYBOLD RD  MADISON. WI 53719-1393
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S TUDI1OS COPE

by Tony Thomas

Find It and Fill It

Ralph Waldo Emerson was the fel-
low who said if you could build a bet-
ter mousetrap, the world would beat a
path to your door. He had the right
idea: if you can provide a product or
service that people need--in the right
way, at the right time, and at the right
price—you cannot help but succeed.

The goal of any business should be
to find ways of satisfying actual or per-

during recent years. Modeling, simply
defined, is an attempt at visualizing
critical and/or expensive situations
without actually staging them full
scale, thus saving much of the time
and money of the “trial and error”
approach. This process of ideation
should not be taken lightly. It is the
creative opportunity to “model” a re-
cording environment without making
the requisite investment in people,
eguipment or real estate. Questions
which could stimulate such visualiza-
tion include:

A

FOR THE

STUDIO

OWNER/OPERATOR

ceived needs with products and/or
services, with the objective of produc-
ing a profit. The problem with many
businesses (and this includes record-
ing studios) is that they lose sight of
this simple target, often from the very
beginning. The ones who don’t make
it either were not meeting the needs of
their clients, their products or servi-
ces were inferioror overpriced, orthey
lost sight of the profit motive, on which
their subsistence depends.

In conceiving a recording studio,
the very first questions prospective
owners should ask themselves are:
"Will my studiofill the needs of poten-
tial clients in my community?” and
"Can 1 fill those needs to the degree
that I can reasonably expect a return
on my investment sufficient to produce
a profit?”

Visualizing the Venture
Visualization is a long and arduous
part of new business development. It
is also one of the least expensive. That
is why the concept of "modeling” has
become very important in business
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1) Who are the competitors?
2) How would this studio differ from
theirs?
3) On what basis could we compete?
4) What would we call the studio?
5) How would the name assist in mar-
keting the studio?
©) What would be the primary and
secondary markets? (Master record-
ings? Demo work? Jingles?)
7) Would the equipment/acoustics/
expertise/ambiance we have in mind
be conducive to the kinds of record-
ings we want to make?
The more guestions asked, the more
accurate the studio “model” will be.
In hislandmark work, Applied Imag-
ination, Alex Osborn (of BBDO Adver-
tising Agency) developed several ap-
proaches to assist in visualization and
ideation. They include:
1) Brainstorming—Allow everyone in-
volved to begin by throwing outideas,
without judging them for guality or
feasibility, and then refining those
ideas through adaptation, modifica-
tion, substitution, addition, subtraction,
multiplication, division, rearrange-

ment, reversal and combination. Many
solutions to potential problems can be
discovered by allowing a group of
people to draw on their collective in-
tellectual abilities, imaginations and
experiences.

2) Incubation—The process of taking
time to develop ideas, stray thoughts
and “hunches.” It is important to take
the time to think things through in a
guiet and controlled environment.

3) Concentration—Unfortunately,
many great ideas never get written
down. The result is that sometimes the
good ones slip away. A well-written
idea, combined with deep concentra-
tion to refine the concept, opens the
mind’'s door to imagination, and leads
to ways for making a studio different—
and successful.

Another aid in visualization is ex-
perience. The more we can draw on
past experiences, especially those hav-
ing to do with the recording business,
the more we will be able to faithfully
envision what will and will not work in
the real world.

Also, there is much to be learned
by gaining a familiarity with other stu-
dios. What are their good points? What
are their failures? What do their own-
ers have to say about the business?
Sometimes we can avoid the more
painful mistakes by observing where
others have gone astray.

Putting it in Perspective

One of the most difficult things for
the prospective studio owner to do is
to put his or her dream in proper per-
spective. Glamour aside, running a
recording studio is a full-time job. It
reguires diligence and lots of elbow-
grease to make it in this highly com-
petitive field. Finding a mentor in the
business who can share ideas can be
of inestimatible value. Someone with
horror stories and real-life case histo-
ries of people who have attempted
and failed can be a great help in deter-
mining just what will and won't work.

The desire to open a recording stu-
dio must be propelled by the fuel of
persistence. Thomas Edison said that
he attempted and failed over 10,000
times before developing the now ordi-
nary electric lightbulb. When confront-
ed about his repeated failures, he stat-
ed that he discovered “about 10,000
ways it would not work.”

Taking Inventory of Yourself

It is important for a prospective stu-
dio owner/operatorto ask himself key
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guestions that indicate whether his
personality traits correspond to those
of a good entrepreneur:

1) Am [ committed? Do [ follow through
with projects I start? Or do [ get frus-
trated and give up easily?

2) Am | a super-achiever? Am [ the
kind of person who enjoys and accepts
tough challenges readily? Do | have
the desire to be the best ] possibly can
in the field that [ have chosen?

3) Am [ a risk-taker? Am I willing to
take moderate financial and personal
risks? Am I willing to deal with the
consequences of failure?

4) Am ] a self-starter? Do ] have initia-
tive? Am [ well disciplined? Or am |
the kind of person who likes to take
orders from a supervisor? An order

taker is probably better off working
for someone else.

5) Am [ willing to accept responsibil
ity? Am [ the kind of person who is
willing to take the blame? Just as the
sign on Harry Truman’s desk read "The
Buck Stops Here,” that final responsi-
bility for all decisions ultimately rests
with the owner of the business.

6) Am [ a leader? Am [ afraid to give
orders to others or to make sure they
are effectively carried out? Many peo-
ple cannot bring themselves to direct
the behavior of other people under
their control.

7) Am I organized? Do I think logi-
cally? Do Iplan my work in advance?
Am [ a good record keeper? In run-
ning a recording studio, there must
be an overall plan, and records must
be kept to make sure the plan is prop-
erly executed.

8) Do I make quick and accurate deci

sions? Am [ the type of person who
“freezes up”’ when decisions have to
be made in stressful circumstances?
A successful entrepreneur has to be
able to think on his feet and stop on a
dime. There are often no second
chances, therefore the initial decision
demands the highest abilities for ac-
curacy and decisiveness.

9) Can [ handle stress? Can [ deal
with circumstances that are beyond
my control? Clients sometimes can-
cel, don't show up on time, won't pay
their bills or are dissatisfied for some
reason. This, combined with the finan-
cial obligations of meeting a payroll
and paying the rent can cause stress.
A good manager must be able to deal
with contilict in a constructive manner.
10) How do I feel about money? It is
important for the principals of a busi-
ness to realize that they cannot fool-
ishly spend money thatis in their trust.
Personal aggrandizement, while an
eventual possibility, cannot become
an obsession in the fragile formative
years of the business. Bills must be
paid and money must be put aside for
expansion and growth if the venture
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SANKEN INTRODUCES
FOUR MORE MICROPHONES

Maker of world-acclaimed CU-41

double-condenser microcphone releases
new products to international market.

Sanken Microphane Co., maker of the CU-41 two-way condenser micro
phane. famed among sound engineers thraughout the worlc tor the trans
parency of its recording qualities (which maxe it perfect for compac: disk
recording), is pleased to announce the release of four more of its high
quality microphones to the international market. The microphones are

CMS-6 MS Stereo Microphone A small, lightweignt, hand-held microphone
for high quality cutdoor radio, TV and movie recording Comes wiath oortable
battery power supply and switchable matrix box. Freq. response 50Hz to
18kHz. dynamic range 108dB, self noise less than 19dB

CMS-2 MS Stereo Microphone For quality music, radio, an« TV studio
recording. Smail and lightweight, it has been widely used in Japar for more
than eight years Freq. response 20Hz to 18kHz, dynamic range 123dB, self
noise less than 16¢B

CU-31 Axis Uni-Directional Condenser Microphone and CU-32 Right Angle
Uni-Directional Microphone For music, radio, TV and movie stuelio record
ing. Renowned for their high performance and remarkable reliabilizy. Freq
response 20Hz to 18kHz, dynamic range 129dB. self noise less than 19dB

For more information on these new microohones. as well as on the famous
CU-41, contact your nearest Sanken dealer, as listed below

New Yor::  Martin Aidio Video Corp Nashwiic Studic Supply (
423 West 55th St-eet 1717 Elm Hil Py
New York New Ynrk 10019 Nashville nes:
TEL (2121 541-5400 TF1 (6°5) 366 1833

|san|(en '

Japan's most original miarophone maker

Sole export agent: Pan Comrnunicanons, Inc
5-72-6 Asakusa. Taito-ku. Tokyo 111, Japan
Telex J27803 Hi Tech/Telephone 03 871 1370
Teletax 03-871-0169/Cable Address PANCOMMJPN
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is to succeed. Therefore, the owner
must obtain the proper respect for
money and be disciplined in its use.
How do you rate? Do you have "the
right stuff” to set your own course and
pursue the recording business? It is
imperative that you realistically assess
your strengths and weaknesses so that
you can determine (a) that you have
what it takes to make itand move into
the studio business full steam ahead
or(b) find other business partners who
will complement your strengths and
weaknesses, or (c) save yourself time,
money and frustration by working for
somebody else.

The Risky Realities

According to US. Department of
Commerce figures, 50 percent of all
new businesses will not make it to
their second birthday, 67 percent will
fail atterfive years, and 80 percent will
go "belly up” by the age of ten. These
sobering figures should motivate any
would-be small businessman to make
a realistic assessment of the risks in-
volved upon entering any new busi-
ness venture. A prospective studio
owner must understand these risks at
the outset:
1) The loss of personal assets—Chanc-
es are, starting a studio facility from
the ground up will require more capi-
tal than you, as a prospective owner,
may currently have. In this case,
should you decide to borrow money
from commercial sources, you will
probably be required to put up all of
your earthly possessions as collateral.
In the event you don't make itand the
studio folds, your creditors may be
able to place liens on your business
assets, home and personal belongings.
2) The breakdown of personal relation-
ships ~It is not uncommon for the
owner of a small business to devote
more than the customary eight hours
a day to the business. In the case of a
recording studio, where round-the-
clock operation is common, demands
on your time may reach the breaking
point. Maintaining marital, family and
personal relationships under such cir-
cumstances is difficult, and requires
mutual understanding, cooperation
and dedication.
3) The strain on mental and physical
health —Dealing with a new business
entity, because of the demands it
makes and the stress it engenders,
often degrades the physical and men-
tal health of its owner. Many business-
es suffer or fail because of the death
orillness of their principals. It is there-
fore important for you, as the owner, to
maintain a sense of eq<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>