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“This console makes a lot more sense.”

Spending $300,000 for a music recording console is a investment—like, owning an X-850 Mitsubishi 32-Channel
decision professional studio owners can easily regret. Digital Multitrack and a Westar console.

That's precisely what Ken Suesov and his partners at

There's at least one other place where hard-to-come-by
Hollvwood's new KREN Studios did. There’s a new 44 input,

business capital can produce a better return on your




Mitsubishi
- Westar ::u

Compumix PC automated WESTAR console working side-by-
side with an 850; the industry’s mest powerful combination
of recording technology—ail for less money than a single
console from the familiar high-priced spread.

Contact us now for full informatian on the Westar and
well prove how this can make sense to you t0o. Remember,
the Westar console is fast achieving a reputation for sonic
excellence as the optimum choice for digital recording,

it's a Mitsubishi, Made In the US.A.

A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION

Headquarters: San Ferrmando, CA 91340 ¢ =(818) 898-2341 « FaX (818) 365-8310
New York: NY.C. 10019 » =(212) 713-1600

Tennessee: Brentwood, TN 37027 ¢ er615) 371-6602 » FAX (615] 371-6644

Canada: Toronto, ONT. M5A 1J2 « m1(416) 365-3363 « FAX [416) 365-1044

United Kingdom: St. Albans, Hertfordshire AL4 OJJ) ¢ &0727-40584  FAX 0727-67684
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FROM THE EDITOR

As they say in the song, “Ev-

erything old is new again!” And so it is with Mix magazine,
your old friend who this month turns 10 years old. On this
auspicious occasion we weren't quite sure what to get
ourselves. But then we figured, how about some new
clothes? In fact, how about a whole new wardrobe?! And
s0, what you see before you, dear readers, is the old Mix in
a brand new set of threads.

New cover, new logo, new typeface, new layouts; geez,
you probably didn't even recognize us at first. But don't
think we've sold out and gone to Tahiti on you. No,
unfortunately, we're all still holed up here in Berkeley,
trying to bring you all the best that we can find to write
about each month.

Another reason for this new wardrobe is in honor of
what you are doing. Ten years ago when we were in the
crib, you were making demos and records, and a few
jingles now and then. Today, you are into all kinds of
things—television, home video, computers, sampling and
on and on. You've changed, you've expanded, you've
succeeded. Your needs are different.

To celebrate this first double digit, we've got a few more
surprises for you—some great new authors and contribu-
tors; new information services from Mix that will quantify
the industry to your various needs, whether for building
your growth plan or for providing financial documenta-
tion. Also, there’s a new version of the Mix Bookshelf
which includes a comprehensive selection of computer
software, as well as the industry’s largest selection of
reference tools.

So write in and let us know what you think of the
changes. We may look a little different, but we're still The
Recording Industry Magazine—and a whole lot more.

Keep reading.

David M. Schwartz
Editor/Publisher
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CURRENT

AIM Announces Early

CD-I Titles

American Interactive Media, Inc.
(AIM) has been working with Parker
Brothers, the Smithsonian Institute
and Interactive Production Associ-
ates (IPA) 1o develop several new
programs for CD-I systems.

Parker Brothers, best known for
its family board games, and more
recently for its innovative work with
VCR games, has signed an agree-
ment with AIM to explore develop-
ment of games for use on CD-I sys-
tems, making it the first game com-
pany to participate in exploration
of games for the new medium. CD-1
systems for household use are ex-
pected to be introduced by Christ-
mas 1988.

Parker Brothers also announced
that, with AIM, it is exploring the
possibility of converting titles for
Compact Disc Video (CDV), which
differs from CD-1 in that it offers
continuous action video, but not
interaction.

Selected Smithsonian publica-
tions will soon be available to the
public as CD-I programs under a
new publishing agreement between
AIM and the Smithsonian Institute.
The first volume is scheduled to be
available next year. Over time, AIM
and the Smithsonian plan tobuild a
CD-1program library of publications.

Interactive Production Associates
(1PA), the Santa Monica-based pro-
ducer of interactive videodisc pro
grams, recently completed produc-
tion of a compact disc for AIM. The
CD is designed to demonstrate the
audio characteristics of each of CD
I'sfour levels of encoding. The sam-
ples include seven languages, sin
gle musical instruments, full orches-
tration and a range of sound effects.
Each piece can be played at all four
levels for the purpose of compari-

son. The disc is targeted at audio
industry professionals, and will be
released later this year.

AMC Consumer Study

Reports on the results of adult con-
sumer research, 1986 music indus-
try statistics and publicity activities
to promote and encourage active
music-making highlighted the Amer-
ican Music Conference's (AMC) re-
cent board of directors meeting in
Chicago.

According to AMC's annual statis-
tical review of the U.S. music indus-
try, total retail value of traditional
and electronic musical instruments
and accessories, printed music and
sound reinforcement equipment
jumped 24% in 1986 to break the $3
billion mark. The increase, the sec
ond largest percentage growth in

40 years of AMC statistical report-
ing, brought 1986's total retail value
to nearly $3.35 bitlion.

Shipments of electronics—key
bourds, guitars, accessories and re-
lated equipment—exceeded $1.5
billion in 1986, representing 46% of
total manufacturer sales at retail
value. Leading the field were port
able keyboards, which more than
doubled in dollars to $526.5 mil
lion and rose 92% in units to 2.5
million.

Synthesizers (keyboard and drum-
type combined) posted a nearly 60%
increase in both dollars and units
compuared to the previous year. The
electric piano/electronic keyboard
category rose 40% to 84,000 units
valued at $134.4 million (a 29% in
crease).

CONTINUED ON PAGE 222

Mix Industry Market Survey

OnJjune 1, Mixcompleted an exten-
sive market survey of the profes-
sional recording and sound produc-
tion industry. The survey, conduct-
ed by Globe Research Corp. of Mel-
ville, NY, is the largest and most
comprehensive study of pro audio
magazine subscribers to be con-
ducted by an independent research
firm. According to Hillel Resner,
Mix associate publisher, “The sur
vey was conducted in accordance
with strict research standards, and
because of the large numbers of
Mixreaders in all areas of recording
and audio/video production, we
consider it to be both an accurate
and significant market study.”

‘The Mix 1987 Recording and Pro-
duction Industry Market Survey
covers three main areas: The Peo-
ple and Companies Involved; Capi

tal Expenditures/Product Usage;
and Magazine Readership and Influ-
ence. Some of the more interesting
highlights reveal the strength and
diversity of the audio/video/music
production marketplace.

Expenditures On The Rise

o Industry expenditures for equip-
ment, supplies and services are at
record levels. Nearly one-third of
all companies (29.2%) spent more
than $50,000 in the past 12 months,
and nearly 10% (9.20%) spent over
$250,000.

e One-third of all companies
(33.5%) expect to spend more dur-
ing the next year on equipment,
supplies and services, and 45% ex-
pect to spend at least as much as
last year.

-CONTINUED ON PAGE 8
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FOR HIGH
PERFORMANCE
APPLICATIONS
REQUIRING UP TO
16INPUTS, STUDIO
CONSOLE SPEGIF-
CATIONS, INA
PORTABLE, RACK
MOUNT DESIGN...

THERE IS ONLY ONE

RACKMAX

¢ 16 input channels in a
19-inch rack.

* Velvet-glide 100mm faders

® 48 volt phantom power —
switchable each channel
¢ Complete solo system

® 3 auxiliary sends per
channel —all jumperable
Pre EQ
Post EQ/pre fader
Post fader

e EIN: <—128 dBv
THD: 0.05% any input
o any output
Frequency response:
+0.5dB 20Hz to 20 KHz

RACKMAX is now
available for your
review at your
favorite Biamp
dealer.

. I R C I IS T

BIAMP
CONGRATULATES MiX
ON TEN GREAT YEARS!

biamp Yu

CRAFTSMANSHIP
Biamp Systems. PO Box 2160, Portiand, Oregon 97208 (503) 641.7287
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FROM PAGE 6, MARKET SURVEY

Equipment Ownership/
Purchasing Strong

* Analog tape recorders remain
dominant: 87% of Mix subscribers
and their companies own analog
tape machines of various configura-
tions, and 34.5% purchased analog
recorders in the past 12 months.

« Eighty-three percent own mix
ing consoles, with 77.8% owning
recording/production consoles and
30.3% owning mixers for sound re-
inforcement. (Figures add to more
than 100% due to multiple owner
ship.) Twenty-three-and-a-half per-
cent purchased consoles in the past
12 months.

« Ninety-one percent own “other
audio equipment,” with 86.3% own-
ing microphones, 84.9% owning
loudspeaker systems, 79.8% own-
ing poweramps, 52.7% owning digi-
tal reverbs and 48.1% owning noise
reduction systems.

» During the past 12 months,
41.2% of subscribers and their com-
panies purchased “other audio
equipment.” (Eighteen types of
equipment were included in this
category, and complete results, in-
cluding average number of each
type owned, are included in the
survey report.)

Digital Ownership Growing

« Ownership of digital recorders
is increasing: 19.4% of those sur-
veyed currently own some type of
digital recorder, including 9.9%
owning “consumer grade recorder/
processors,” 8.2% owning digital 2-
track and 2.4% owning digital multi-
track machines.

« “Non-tape digital recording sys-
tems” are owned by 4.1% of those
surveyed.

e In the past 12 months, 7.4% of
subscribers’ companies purchased
digital recorders in one of these
categories.

Audlo/Video Merger
Continues

» Mixsubscribers and their com-
panies have substantial investments
in video production gear, with
42.2% owning some type of video/
film equipment. This is both a clear
indication of the growth of the au-
dio-for-video market and the read-
ership of Mix among video/film
professionals.

¢ One-third (33.1%) of Mix sub-
scribers’ companies own ¥%:-inch

video recorders, 27.9% own video
cameras and 34.9% own video
monitors.

» One-inch video tape recorders
are owned by 13.6% and video edit-
ing equipment by 21%.

« Among all companies, 10.6%
purchased video equipment in the
past 12 months, with 24.5% of vid-
eo/film companies doing the same.

MIDI Well-Enfrenched

« Currently, 36.4% of production
facilities have music production or
“MIDI” rooms, and 15.2% plan to
open such rooms in the next year.
Thus, more than half of all facilities
will have such rooms in 1988.

« Thirty-two percent of subscrib-
ers own computers for musical
applications.

e More than half of those sur-
veyed (52.5%) own electronic key-
boards or synthesizers.

» Sampling instruments are
owned by 30% of those surveyed,
and 45% own drum machines.

« Nearly one-third (29.3%) of
subscribers purchased musical
equipment during the past 12
months.

Company and Personal
Income Healthy

 Both Mix subscribers and their
companies presenta strong income
profile to match purchasing trends.

 While 53% of companies grossed
under $100,000, 24% had gross reve-
nues of $100,000 to $999,000, and
23% grossed $1,000,000 or more.

« The average audio/video pro-
fessional who subscribes to Mix has
a household income of $53,200. He
or she is 34.2 years old and has
been involved in audio, video or
music production for 10.7 years.

Diversity is the Name
of the Game

o Mixsubscribers and their com-
panies span the entire spectrum of
audio, video and music production.
They average 2.3 business activities
per company (a factalso verified by
Mix's BRA circulation audit).

» Fifty-three-and-a-half percent of
companies are recording studios;
20% are in video/film post-produc-
tion; 19.5% are in broadcasting;
19.9% are in sound reinforcement;
18.6% are in video/film production;
and 13.6% are record/production

CONTINUEI) ON PAGE 222
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INDUSTRY NOTES

The Recording Industry of Amer-
ica, Inc. announced the relocation
of its headquarters to 1020 19th St
NW, Ste. 200, Washington, DC 20036,
tel. (202) 775-0101. The RIAA also ap

pointed Jason Berman as president
... The Andre Perry Group, an inter

national communications company
whose holdings include Le Studio
and Premiere Television, an

nounced the acquisition of Positive
Video, ateleproduction company with
tacilities in Orinda and San Carlos,
CA. . .NEOTEK Corporation of Chi
cago announced the appointments
ofSusan Gosstrom and David Rut-
tenberg to the positions of sales
manager and director of marketing,
respectively. NEOTEK also appointed
Oliver Masciarotte us its new pro-
duction manager. Masciarotte has
worked as a staff engineer at Criteria
Recording Studios, lectured at the
University of Miami School of Music
(FL), and has been a regular contrib

utor to Mivmagazine. . . Philips and
Du Pont Optical Company have
opened their headquarters at 1251
Avenue of the Americas, New York,
NY 10020. The office, headed by Jack
Kiernan, will be concerned prima

rily with the marketing and sales of
compact discs and compact disc vid

cos. PDO is a 50-50 joint venture
tormed to develop, manufacture and
miarket optical discs for all audio, video
and data markets. . . Curtis Chan has
joined Centro Corp., of Salt Lake
City, UT, as vice president of market

ing and product development. Cen

tro is a facilities builder of broadcast
trucks, telecommunications com

plexes and production studios. . .
Valley International, Inc. is the
new name for Valley People, Inc., com

pany president Norman Baker an:
nounced in introducing nine new pro-
ducts. The new name reflects the in

ternational market of the ten-year old
firm. . . Jack Soma, president of Otari
Corporation, announced that the
company has recommenced sales of

Otari’s full line of video and audio
tape loading, leadering and wiloring
equipment in the U.S., following an
agreement with King Instruments
.. .NewEngland Digital Corpora-
tion, manufacturers of the Synclavier
system, plans to build a 60,000-square

foot national headquarters near Hart

ford, VT. When completed, the com

plex will house all the company's
manufacturing, sales, marketing and
administration functions, and employ
some 300 people. The company also
appointed Franklin Sullivan to the
newly created position of vice presi

dent marketing and sales. . .Great
Britain's Soundtracs Plc will ex

pand their manufacturing facility in
Surbiton, Surrey. . . A new manufac

turers’ representative company, Rep-
works, Inc., has been formed by Ted
Curtin, formerly of Piper Associates,
and Mary Jean Walter, formerly of
ASR Enterprises. The rep company,
which will service the New England
states, can be reached at (413) 533

0845. . .Allied Broadcast Equip-
ment has formed a new division,
Allied Broadcast Systems, which will
provide engineering support, define
user requirements and liaison with
manufacturers. . . Ampex Corpora-
tion appointed Charles Steinberg
as chairman of the board, succeeding
Arthur Hausman, who is retiring
after 27 years of service. . . Bill Fra-
zee has been appointed VP of opera

tions at Editel/LA. Editel/NY Presi

dent Dan Rosen named Rita Sitnick
VP/general manager and Rod Soo-
dalter vice president, commercial sales
. . . Fairlight has dispatched “techni

cal ambassadors,” service personnel
trained at company headquarters in
Sydney, Australia in all aspects of soft

ware design, hardware manufacture
and service. Greg Jones has been
sent to England, Andrew Brent to
the New York office of Fairlight and
Chris Pearce is newly stationed in
Los Angeles at the U.S. head office.. . .
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changed. Since Record Plant Studios first opened its doors in
New York two decades ago, innovation and excellence have
forged a legend.

From John Lennon to the Rolling Stones, Billy Joel to Huey Lewis
and the News, Record Plant has made music history. And now,
Neve is an essential ingredient.

The V Series Central Facilities section is one of the reasons Neve
finds its way into the most discriminating recording environments.
Features such as multi-function programmable solo with central
reset, split or in-line operation, user-defined multiple master status
switching and onboard stereo cue sub-mixers, all bring rave reviews
from the people who have experienced the difference.

Record Plant owner ! founder Roy Cicala can’t say enough about
the Neve magic. “I've never worked on a board that you can do
so much with. EQ that gets you out of trouble, every time. Split

”I t was twenty years ago today. . " and at least one thing hasn’t

operation that lets you set a tracking date on one side of the board
and a mix session on the other. Discrete 4-channel or stereo
sound. . .and the solo, what a timesaver! And, that is just the begin-
ning. It's a board for any engineer who knows what music is all
about. Add the moving fader automation, and it’s the only way
to go.”

When Roy Cicala renewed his commitment to the best in the
business, he turned to Neve. “The bottom line. .. Neve got me back.”

o

Neve. ..Only the Best for the Best!

N Neve

Rupert Neve Inc.
A Siemens Company

RUPERT NEVE INC., BERKSHIRE INDUSTRIAL PARK, BETHEL, CONNECTICUT 06801, U.S.A
TELEPHONE: (203) 744-6230. TELEX: 96 9683. FACSIMILE: (203) 7927863

RUPERT NEVE INC., 1841 BROADWAY, SUITE 511, NEW YORK, NEW YORK 10023 U.5.A. TELEPHONE (212) 956-6464
RUPERT NEVE INC. 7533 SUNSET BOULEVARD, HOLLYWOOD, CALIFORNIA 90046, U.S.A. TE_EPHONE- (213) 874-8124. FACSIMILE: (213) §74-1406
RLPERT NEVE INC., PO BOX 40108, NASHVILLE, TENNESSEE 37204, U.S.A. TELEPHONE: (615) 385-2727. TELEX: 78 6569

NEVE ELECTRONICS INTERNATIONAL LIMITED, MELBQURN, ROYSTON HERTS 5G8 oAU, ENGLAND
TELEPHONE: ROYSTON (0763) 60776. TELEX: 81381 CABLES: NEVE CAMBRIDCE. FACSIMILE: (0763) 61886
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SESSIONS

AND STUDIO NEWS

NORTH CENTRAL

At Seller Sound Studio in Sterling
Hgts., M, Gary Spaniola mixed a new
single for the local group Bitter Sweet
Alley. . .At Sparrow Sound Design in
Chicago, Rich Mendez & Backstreets
recorded two originals for a '45 release
onSpectrumrecords . . . Recording activ
ity at Studio A, Dearborn Heights, MI,
included Michael Brooks and Fred
Hammond of Commissioned produc-
ing an album on female gospel artists
Witness, for Tyscot Records, with en
gineer Jobn Jaszcz, assisted by Peter
Prout...At Barn Burner Studio in
Annawan, 1L, Dark Crystal completed
their original cassette project for Crystal
Records with Bill Fry producing, Har-
ry Heath engineering and Michael
Morrison assisting. .. Melanie Wil-
liams and Eric Gooden of No Sove-
reign were in from London at Chicago
Traxrecording and mixing for their up-
coming Geffen LP. Jesse Saunders was
producing with Ron Gresham engi-
neering... At Brown & Brown Re-
cording in Kalamazoo, Ml, Total Con-
trol completed mixdown of their 24
track masters for their self titled EP. . . At
Seagrape in Chicago, the hard rock
band Tempter completed mixes on
their four-song tape with Mike Konop-
ka engineering. . . Legendary jazz vibist
Jobnny Lytle has been recording a new
album at Rainbow Recording in Day-
ton, OH. Guitarist Doug Simon is pro-
ducing and laying the guitar tracks. . . At
Metro Studios in Minneapolis, David
“Z” Rivkin has been engineering and
producing several projects including Nu
Shooz and Germain Brooks for At-
lantic Records. .. At Solid Sound in
Ann Arbor, Ml, jazz artist David Mann
completed his solo project for Antilles,
Island records. Pat Schneider was en-

gineer on that project. . .At Mus-I-Col
Studios in Columbus, OH, Doug Ed-
wards engineered Bernie Allen & The
Solicitors’ 12-inch, produced by Leon
Robinson. . . The BoDeans put finish-
ing touches on their as of yet untitled
second album at Royal Recorders in
Lake Geneva, WI. Featuring the studio
wizardry of producer Jerry Harrison
(Talking Heads) the album was engi-
neered by Jay Mark. . . .

SOUTHEAST

Writer/producer/arranger Ede finished
recording and mixing four songs at Reel
to Reel Studios in Stockbridge, GA, for
two new artists on the Fresh! label—
Kathy Hill and Terry Jenkins. . .The
critically acclaimed Rainmakers were
in Memphis' Ardent Studios cutting
tracks for their new PolyGram album.
Terry Manning was producing and en-
gineering. Also Carl Perkins was in
working on an album project for B&S
Music. . . Strawberry Skys Recording
Studios in West Columbia, SC were
pleased to work with noted producer,
guitarist and writer Steve Cropper on
sessions for Family Ties star Justine
Bateman. Ron Hollins engineered the
session. . .At Criteria Recording Stu-
dios in Miami, FL, jazz great Eddy Hig-
gins was in cutting a live-to-2-track digi-
tal LP. Engineering was handled by Mack
Emerman, assisted by Kurk Berge
.. .At South Lake Studios in New Or.
leans, R&B queen Irma Thomas
worked with producer Scott Billington
and engineer David Farrell on ses-
sions for her next Rounder Records LP
- - . Producer Jim Brock was in Reflec-
tion Sound in Charlotte, NC with new
age pianist Linda James cutting live-to-
half-inch super analog with Mark Wil-
liams engineering. . . Willie Nelson

joined Glen Campbell at Emerald
Sound Studio in Nashville fora duet on
Glen's new MCA album, which is being
recorded at Emerald. Jimmy Bowen is
producing the album, with Ron Treat
and Tim Kish engineering. .. At Cot-
ton Row Recording in Memphis,
Nikos Lyras is continuing work on the
upcoming Ella Brooks LP for Quan-
tum/MCA Records. Eric Patrick is as-
sisting. . . Activity at Southern Tracks
Recording in Atlanta included comple-
tion of tracks by the band Atlanta for an
upcoming project, produced by Doug
Jobnson. ..

NORTHWEST

Warner Bros. recording artists Michael
McDonald and The Winans were at
Avalanche Recording in Northglenn,
CO, cutting vocal tracks for The Winans'
upcoming album. It was produced by
Bennie Madina and engineered by
Craig Burbidge, with George Coun-
nas assisting. . . Musician and sound en

gineer Carol Howell at Steve Lawson
Productions in Seattle has been select-
ed to score the music for the docudrama
Choices, which concemns juvenile runa-
ways living on the streets. Howell, who
operates the digital sampling MIDI Suite
at SLP, is using the Kurzweil digital sam-

pling keyboard extensively. . .At Triad
Studios (Redmond, WA) Northwest re-
cording artist Michael Tomlinson com-
pleted his second album project, his first
for the Cypress label. M.T. and Danny
Deardorff produced with Lary Nefz-
ger engineering. . . Producer/engineer
Mitch Easterwas in at SF's CD Studios
recording tracks for the next album by
Game Theory. Robert Geller was the
assistant engineer. . . At Jopheir 12 Stu-
dio in Los Gatos, CA, Colby Pollard
and Bob Ray Creative Services com-

12 MIX, AUGUST 1987



STUDER .

STUDER REVOX AMERICA, INC.
1425 Elm Hill Pike, Nashville, TN 37210
(615) 254-5651

Offices:

Los Angeles (818) 780-4234
New York (212) 255-4462
Chicago (312) 526-1660
Dallas (214) 943-2239

San Francisco (415) 930-9866
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Bit a Studer

Introducing the
D820X DASH Format
Digital Audio Recorder

The wait is over. Digital has finally entered the Studer era.

For over 35 years, Studer has concentrated exclusively on one goal:
designing and manufacturing the world’s finest audio production equip-
ment. Sc when it comes down to what professionals want, Studer delivers.

The D820X is no exception. Listen to it—carefully! You'll hear flaw-
less sonic resolution, thanks to proprietary digital processing circuits
and uncompromising analog input/output electronics.

Then do a razor-blade edit. Feel how the controls shuttle tape with
effortless precision. Nate how the meter overbridge panel provides com-
prehensive control of all operating modes and level adjustments.

Finally, tilt up the transport to examine construction and craftsman-
ship. No other digital recorder can match what you'll see.

The D820X is built to last. It's every bit a Studer.

» Robust Twin-DASH format at 15 ips ® 14" reel capacity ® PWM auxiliary tracks with config-
uration for CD subcode mastering data ® Fully programmable operating keys ® Service diag-
nostic displays ® Internal operating system provides RS232 access to transpor! and digital audio
operations.
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One Tape Sounds True.

Because capturing all the music is all that matters, we've created the world’s finest music
mastering tape. 3M 250 Recording Tape. Designed to deliver the greatest dynamic range and best
signal-to-noise ratio of any tape in the world. To give you the truest sound.

€ 1987 3M Co.




TO THOSE WHO PUT
A RANGE OF MUSIC ON

A ROLL OF TAPE,

ONE TAPE IS TRUE.

’_ b ¢ '
One Tape Stands True.

Helping you capture all the music...that's what we've been doing since we introduced
recording tape back in the 40s.

That's why we stand by you—with the largest support force in the field.

And we stand behind you—with some of the most advanced research in the industry.

All to keep our standing—as number one in the world of the pro.
NUMBER ONE IN THE WORLD OF THE PRO m
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SESSIONS & STUDIO NEWS

pleted production of four new commer-
cials. . .At Gate Five Studios (Sausa-
lito, CA) musician/composer Cory Ler-
{ios completed a series of original music
soundtracks for Max Headroom, the na-
tionally broadcast television program.
Moira Marquis engineered. . .In Saus-
alito, CA Huey Lewis & the News were
in The Plant's Studio B working on the
music for their long-form video. Huey
and the band produced; engineering
was handled by Robert Missbach with
assistance from Rob Beaton. . .

NORTHEAST

Calliope Productions in NYC had the
rap group Stetsasonic in recording its
second album for Tommy Boy Records,
with Ted Sabety at the console. . .At
Balance Sound Studios in Bethesda,
MD, the Roadducks were recording
rthythm tracks for their upcoming album.
Engineering duties were handled by
Jobn Biebhl assisted by Chris Murphby.
Bill Culver was producing. . . Robert
Fripp & His League of Crafty Guitar-
ists were in Philadelphia’s Studio 4 for
a live radio broadcast on WMMR. The
League consists of 30 musicians all play-
ing exactly the same type Ovation acous-
tic guitar. ..At Blank Tapes in NYC
Timmy Regisford was in mixingthree
songs on Colonel Abrams' new album,
and cutting more basic tracks for MCA
Records. Joe Arlotta was at the board,
with Mike Weisinger assisting and
overdubbing. Timmy also was in remix-
ing the Pointer Sisters for RCA. . .En-
gineer Mallory Earl has been busy at
his NY studio, Duplex Sound, record-
ing and mixing MCA artist, Brenda K.
Starr. Brenda cut two songs with Deo-
dato producing. . . Toni Smith (drum-
mer from Mahavishnu and Jeff Beck),
Yaron Fuchs and Gary Rottger were
allin NYC’s Digitel producing three cuts
for Roberta Rocks . . .The Serial Kill-
ers recently recorded their first album at
Mirror Sound Studios in Cinnamin-
son, NJ, with producer Larry Kay. . . At
W. 55th Street in NYC producer 4An-
drew Loog Oldbam prepared the Roll-
ing Stones Got Live If You Want It and
More Hot Rocks for compact disc digital
release with Steve Rosenthal engineer-
ing and Frank Garfi assisting. . .At
NYC's Unique Recording David Bow-
{erecorded new material for his upcom-
ing tour. Bowie also finished a Pepsi
Cola commercial while at Unique. Roey

Shamir engineered. Angela Piva as-
sisted. . . A&M recordingartists Squeeze
were captured live at the Ritz, NYC for a
live reunion album by Steven Remote
and his crew for Aura Sonic’s ASL Mobile
Audio Unit. . . Howard Schwartz Re-
cording in NYC was called upon to
provide synching and audio post on ten
television programs recorded decades
ago featuring the legendary conductor
Arturo Toscanini. Engineer Roy La-
tham supervised the massive undertak-
ing, which involved hours of damaged
tapes and kinescopes. . .

SOUTHWEST

Activity at Crystal Clear Sound in Dal-
las has seen Dennis Lee finishing his
second album, Stages, with Tony Wil-
cox producing and Keiéth Rust behind
the board. . . CBS recording artist Grov-
er Washington Jr. was in Dallas
Sound Lab’s Studio A recording his new
single release, “Caught a Touch of Your
Love™ featuring the legendary bluesman
B.B. King on vocals and guitar. Engineer-
ing the session was DSL’s own Tim Kim-
sey. . . The Otis Conner Companies,
Dallas, completed an original music 1D/
promotion package for KNX News/Talk
Radio, Los Angeles. .. L.A.W. Record-
ing Studios in 1as Vegas had B.B. King
back in Studio A to cut more tracks with
engineers Lee Watters and Holly
Sharpe. The sessions were co-produced
by B.B. King and Walter King. . . Suri-
na & the Daves worked on 12 songs at
Lone Star Recording in Austin, TX.
The sessions were produced by Stan
Coppinger and engineered by Mark
Tester. . ..

SOUTHERN CAL

Warner Bros. artist 54-40 mixed their -

new record at Post Logic in Hollywood.
Dave jJerden engineered, with Jesse
Peck assisting. Jerden also mixed MCA
artist. Will Sexton at Post. . .Jazz key-
boardist/producer Dan Siegel was in
L.A’s Skip Saylor Recording with Vin-
nie Colaiuta and Abe Laboriel laying
down tracks for Siegel's upcoming CBS/
Epic album. Tom McCauley engineered
with second Joe Shay. . .At Larrabee
Soundin LA., Shep Pettibone remixed
The Bros' “1 Owe You Nothing™ on CBS
International. Steve Peck engineered
the project with the assistance of Elmer
Flores. . .Albert Lee was in Holly-
wood's Sunset Sound Factory cutting
tracks for a Masters Series album/MCA.

Jim Cox was producing, with Mark
Howlett engineering. . . At Craig Har-
ris Music, Studio City, Bob Rutledge
and Bob Newlan were in doing special
sound FX for the hit film Witches of
Eastwick. . . At Summa Music Group
Studios in West Hollywood, producer
Jellybean Benitez recorded synthesiz-
eroverdubs on his solo album for Chrys-
alis and for the veteran R&B band The
Spinners’ cut for Mel Brooks’ Space-
balls soundtrack. . .Recent activity at
Master Control, in Burbank, included
engineer Ed Thacker in mixing the
new Loverboy album for CBS Records.
Assistant for the project was Dan Neben-
zal. . At Mad Dog Studio in Venice,
country roots singer Rosfe Flores has
been cutting her upcoming album for
Warner-Reprise Nashville, with Pete An-
derson producing. Dusty Wakeman
is engineering with Michael Dumas
and Rickey Reynolds assisting. . . .

STUDIO NEWS

At Presence Studios in East Haven, CT,
the big news is the installation of a new
56-input Solid State Logic 4000E with
Total Recall...The 9-year-old Semsa
Studio of Sunnyvale, CA has changed
ownership. The new owners are Doug
Hopping and Scott Smith. The new
name is The Recording Studio Inc.
New changes include an Amek Match-
less board. . . Stardust Recording in
upper Montclair, NJ, has installed a Tri-
dent Series 24 console. With its 36-input
frame short-loaded to 28x24x24, this is
the first series 24 installed in any studio
in the US.. .. Mark Five Studios and
Sandcastle Recording, both in Green-
ville, SC, have merged to form Mark
Five/Sandcastle, offering full service
audio and video production/duplica-
tion...Dreamland Recording in
Woodstock, NY has added a Steinway B,
along with a Yamaha DX7 1IFD. . . Sig-
ma Sound in Philadelphia has com-
pleted a major upgrade with a new 52-
input Neve 8078 recording console. The
console is one of only three of its type
ever built. . .South Coast Recording
Studio in Santa Ana, CA, has recently
upgraded its 8-track facility to 16-track by
installing the Fostex E-16 along with the
Ramsa WR-T820 recording console. . .
The pre-production room at Jim Gardin-
er's Live Oak Studios in Berkeley, CA,
has gone 24-track, with the recent instal-
lation of the MCI-JH24 Recorder and the
Sound Workshop 34C console. . . .
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This is the mixing console that will cause a
revolution in 24 track studios.

The world’s first Dual Mode mixing console.

With the advanced features and performance of
a desk you'd expect to cost a great deal more than it
actually does, it's a remarkable achievement. Take
Dual Mode.

When you record with the TS12, its in-line
monitoring means you create a control room mix on
the main faders.

In mixdown this beccmes the basis for your
master mix. Saving time and helping you keep a train
of thought as to how the final mix will sound.

Unlike other in-line desks, though, the TS12 also
allows true stereo subgrouping on long-throw group
faders.

In this mode the routing matrix offers either six
stereo groups or four extra auxiliary sends - totalling
ten sends - plus four stereo groups.

No other console in the world provides such
versatility.

The TS12 is an open-ended investment, with op-
tional disc-based SMPTE automation for faders,
mutes, EQ infout and auxiliary on/off. Again, at the
price it's unique.

And fittingly, audio performance is superb.

Recent Soundcraft advances in summing amp
technology, and in grounding and decoupling systems,
make the TS12 one of the cleanest and quietest
consoles ever.

The mic amplifiers, a critical factor in console
quality, create less than 0.01% distortion at 10kHz at
70dB of gain. (Easily exceeding 16-bit digital
specifications.)

Standard features are impressive, to say the
least. Six auxilliary sends, seven stereo line inputs or
effects returns, a 'musician friendly’ headphone mix,
an extensive 19" metal frame patchbay - and the
option to create a massive total of 102 inputs.

Quite a line-up.

Attention to detail is equally stringent with
modular PCBs, no dual concentrics and a clear, logical
layout that belies the sophistication inside.

But the most remarkable feature of the new
TS12 is without doubt the price.

We suggest you call us today to find out just how

remarkable.

ALL THE FEATURES YOU’'D EXPECT
IN A $50,000 CONSOLE, EXCEPT ONE.

THE PRICE.

i~
Soundcraft

TS12

MAX 102 INPUTS WITH 36 CH FRAME @ SUMMING AMP NDISE -1250Bv EIN @ MIC AMP -128¢Bv EIN (20001) @ MIC AMP DISTORTION <0.01% THD AT 10kHz AT 7048 GAIN @ -8SaBv AUX SEND KILL AT ALL FREQUENCIES @ CROSSTALK TYPICALLY ~TOGB AT 10kHz (-BSdB 1kHz) @ MAXIMUM 26¢Bv DUTPUT
SOUNDCRAFT USA, 8500 BALBOA BOULEVARD, NORTHRIDGE, CA 91329, TEL: (818) 893 4351 FAX: (818) 893 3639. SOUNDCRAFT UK TEL: {01) 207 5050



A. Designed by Steve Blake, with technical assistance
from Boston’s Lake Audio, Blackbeard Studios in Lin-
coln, Rhode Island, features a 50-input Sound Workshop
34C console and a Disk Mix automation system by Dig-
ital Creations. Other improvements at the one-time
24-frack studio include UREI 813C monitors, powered

by Bryston.

B. Forge Recording near Philadelphia has made an
impressive upgrade, going from 8-frack analog to 24-
track digital with the addition of a Sony PCM-3324 re-
corder and a new NEOTEK 32 x 36 Elite console and
Master Mix automation by Audio Kinetics. The 650-
square-foot studio also has an Emulator Il and other
popular instruments and a full compliement of outboard
gear. The studio has been operating since 1971 and
this represents their biggest expansion to date.
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C. This new studio is a 24-track video/post-mixing room
located in the Westwood, CA production offices of
Aflantic/Kushner-Locke, who are primary suppliers of
animation for TV, as well as other syndicated program-
ming. The design and installation, by Larson Technol-
ogy of Burbank, was particularly challenging because
the studio is located on the 24th floor of a high-rise. Fea-
tured equipment includes Otari mulfi-tracks, a Sound
Workshop 34C 40-input console, JBL and Auratone mon-
itors, Sony VO-5800 U-matic videocassette recorder and
much more.

D. Normandy Sound, the successful Warren, Rhode
Island, recording studio, has upgraded to a Solid State
Logic SL-4000E/48 with Total Recall, a new Sony/MCI
JH-24, and a Lynx SMPTE synchronizer. The studio also
boasts on-site accommodations for up to six people.

CONTINLED ON PAGE 20
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Our greate

o
Theres only one way to build
a great reputation. And that’s to do it
consistently, hit after hit.
We set the analog standard with
Ampex Grand Master™ (156, We proneered a new digital standard with
Ampex 167 digital mastering tape. Anc we developed Ampex 106 for
outstanding performance in a wide range of analog mastering applications.

When it comes to analog and digital mastering tapes, nobody
offers a wader selection.

More great performers record their hits on Ampex tape than any other
tape in the world. While opimion may vary AM pEx
on what 1t takes to make a hit, there’s no
Ampex Corporation, Magneti

argument on what itfakestomaster one. o s Kemend e Ey a0 15 50 s



E. With considerable assistance from Manny’s Pro Au-
dio, Joe Greenbaum and the staff of Manhattan's
Evergreen Recording put fogethet their new Studio B
MIDI Control Room. Equipment includes a plethora of
keyboards, such as the Kurzweli MiDIboard, two Akal
$900s, a Yomaha DX7, DX7HFD, Yamaha TX846, Roland
Super Jupiter/programmer, various drum machines and
more. Computers Include a Macintosh Plus with hard
disk, IBM AT with hard disk, Roland M$Q 100 and 700
and lots of outboard gear. i's aiso equipped with video
sync gear, a Soundcraft 600 console, Tascam, Ofarl,
Sony and Ampex recorders, and an assoriment of
signal processing equipment.
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H. Futute Sound, a 24-track studio in $an Diego, Is the
most recently completed project of Lakeside Associates
(lIrvine, CA). The studio features custom Lakeside/TAD
moniforing, an APl 40 x 16 x 24 cusiom console, and
variable studio acoustics. The 1,250-square-foot studio
has a bright, live sound that is adjustabie using siiding
mirrored wall panels which can expose up fo 480 cubic
feet of broadband frapping. This photo shows the per-
formance room.

I. Preferred Sound of Woodland Hills, CA, recentty de-
signed and built a studio called Pacific Sound in Chats-
worth, CA. The spacious, 650-square-foot art deco
control room was ergonomically designed for easy
access jo all outboard gear and accommodation of a
multiple-synthesizer setup. The Monster Cable-wired
room features a new Amek Angela console and Otarl
MTR-90 recorder. The room Is also equipped with video
equipment. The adjoining room is large and very live.
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F. The new MIDI room at Synchro International Studios In
$an Anseimo, CA, fectures the TAC Scorpion console
and Fostex E16 recorder with 4050 locator, and Sony
PCM 604-ES digital recording processor. Keyboards
include an Emulator 11+HD, units by Rolend, Yamaha,
Oberheim and Korg, and the studlo utilizes a Macintosh
computer with Mark of the Unicom sofiware (with
Opcode inferface) for sequencing. Designer was
Daniel Ryman.

G. Soundwave, a facliily in Washington, DC, recently
underwent a major overhaul of s Studlo C. Renovations
were handled by Chips Davis LEDE Designs and
included the instaliafion of a new front shell covered
with absorptive Armstrong Soundsoak 85, RPG Diffusor
panels fo the rear of the NEOTEK Series Il console, UREI
809 monitors and Crown Micro-tech 1200 amplifiers.
The 16-tfrack studio Is primarily used for video
sweelening and soundirack work.




The Finest Piece of Quiet

telcom c4

The widest dynamic range
of any noise reduction system.

That is the powerful
performance claim made by
telcom c4. c4 offers up to 118 dB
dynamic range, and so exceeds
the limits of a 16 bit digital
recording system.

But that's not all. In a
straightforward A/B
comparison, telcom c4 has
been acclaimed as the most
natural-sounding noise
reduction system, even when
compared with its most recent
competitors.

Over the past 10 years, telcom
c4 has been continuously
developed and improved.
There are now well over 14000
channels in use Worldwide.

Here are just a few of c4's
powerful advantages:

¢ High gain in dynamic range
(up to 40 dB)

¢ No level alignment necessary

¢ No dynamic faults (overshoots,
pre or post-echo, ‘breathing’)

e Compatible with any analogue
or digital recorder

¢ Proven reliability

So if you're serious about noise
reduction, then isn’t it time you
knew more, and heard less?

telcom c4

Silence
by design

Telecommunications
ANT TELECOMMUNICATIONS / 205 Perry Parkway / Gaithersburg, MD 20877 USA (301) 670-9777
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INSIDER - AUDIO

by Ken Pohlmann

BRrave

NEW STUDIO

t'stime for champagne corks and funny
cigarettes—the occasion being the
tenth anniversary of Mixmagazine, the
most beloved professional audio mag:
azine in this sector of the galaxy except,
of course, for Xluzurb magazine on
Zrptoad, the seventh planet in the Tau
Ceti system. The reason, of course, is
that when you subscribe to Xluzurb
you get a full-color holographic pro-
jection of the editor’s private parts, at
no extra cost to you. Besides, the
“READ THIS MAGAZINE ORDIE!"” law
approved by the Zrptoad senate boosts
Xluzurb’s circulation even more than
Mix’s Mr. Bonzai. As incredible as that
may seem.

Even less noticed, and not really
cause for celebration at all, is Ken
Pohlmann’s fifth anniversary with Mix.
Believe it or not, he has managed to
cke out something for every one of the
60 months in between then and now.
A lot of readers such as yourself ask,
“Ken, how can you manage to come
up with something fresh and original
each month, not to mention material
which is often funnier than that in the
AES journal?”

The answer is easy. 1 use a 900
number to listen to the pre-recorded
messages of Wilhelm Zlotz, the famous
psychic and tangled string consultant,
Atacostto me of only 50 cents per call,
he provides unique insight into audio,
as well as travelogues on his regular
trips to the planet Zrptoad. Recently, in
his June message to Virgos, Dr. Zlotz
commented, “Virgos, music is the
meaning of your life. Where would we
be without music? Would there be life
at all without music? I don't think so.
There might be slugs, and things like
that, but not real people like you and
me. | mean, life is like a disco, and

everybody's dancing. Without music,
there would still be the lights, and the
clothes, and all the people, and hair-
cuts, and everything, but only silence.
Well, there would be people talking,
and traffic noise, and talk shows on the
radios, and accordions, and the voice
of Omar, who comes to me in the
night. You will take a trip. Thank you
very much.”

In ten years
Mix will be
beamed from
lasers in
space. ..
special high-
tech devices
will scan each
500-page daily
issue for
information
pertinent to
your own
interests.
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People Are Talking
...and Listening.

“Quiet, transparent, and very musical.”
Kevin Mills
Larrabee Sound, Inc.
Los Angeles

“One of the jewels of the industry . . . . it’s true value is yet
to be realized . . . truly one magical piece of gear!”
Robert A. Tis
Chief of Technical Services
Electric Lady Studios
New York

“Our experience . . . 100% total client acceptance!”

Simon Andrews
Owner

Right Track Recording
New York

Now . .. a New 2 Channel
Input Signal Amplifier

Focusrite ISA 115 HD

The ISA 115HD, 2 complete channels with all the features of
the ISA 110: microphone amplifier, 4 band equalizer, and
hi/lo filters in 1 3/4” x 19” rack mount including main and
phantom power supplies.

Focusrite Ltd — Electro-Acoustic design engineers.
Equalizers and microphone amplifiers available
in outboard racks or complete

custom consoles. Focusrite
The Sound Alternative.

U.S./ Canadian Contact: West Coast Rep:

. Audio Intervisual Design
Dan Zimbelman 1032 North Sycamore

Focusrite US LTD Los Angeles, CA 90038
1100 Wheaton Oaks Court (213) 469-4773
Wheaton, IL 60187

(312) 653-4544

Focusrite ISA 110
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Cheers to
Mix

I
The Pro’s
~ |
=N COTnpact

and anlother -

10 years!

CUSTOM SOUND Demos Available
160th & S. Halsted Call for Details
Harvey, I 60426 Monday-Friday 9:00-6:00

/ Saturday 10:00-5:00

Mailing Address (312)596-0309

Pro Audio Showroom

Box 135, S.Holland, IL 60473
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At what point do you

get serious about

sixteen track
recording?

The breakthroughs in multitrack are all from
the makers of tape machines.

Now we see narrow gauge eight and six
teen track accepted for mastering. The full
potential of multitrack within reach

These recorders offer all the facilities of
major studio machines, yet on a much more
compact, more affordable scale.

SECK 1882 brings the studio console into
the same scale. The features, the qualty, the
capabilities, truly compact and affordable
Often the engineer 1s performing and
mixing at once. Access 1s crucial. Logical
grouping of controls, high profile knobs, and
sight of signal connections. And a sense of
precision when you mix
Eighteen accomodating inputs. Three
band EQ, six aux busses at mixdown and
four equalised, pannable returns. Effects
capability equal to major studio consoles
Eight subgroups, stereoc master buss, i1n
place’ solo and bargraph monitoring. SECK
1882 includes n-line monitoring. It accepts
recorder's outputs which provide the line or
tape signal- simply by setting track status
loperational confusion 1s avoided
First and foremost SECK 1882 matches
the new multitracks. Yet unique features
make 1t suited to a wide range of applica
tions in recording and reinforcement

[[o Call toll-free for our
full colour brochure SE‘ K
ind test report reprint

Connectronics Corp. 652 Glenbrook Rd.
Stamford CT06906 =& (800) 322 2537
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INSIDER - AUDIO

Of course, Dr. Zlotz also offers in-
valuable tips on audio technology it-
self, including ultimate audiophile
techniques used to achieve high qual-
ity audio reproduction. In his new
book, How To Pick Up Girls and Other
Heavy Objects he details heretofore
secret underground methods includ-
ing wrapping your AC cords in alumi-
num foil, aligning your tone arm to
true North for classical music repro-
duction (magnetic North for pop),
wrapping your loudspeakers in alum-
inum foil, hanging clothespins from
your earlobes, supporting your ampli-
fier ona pyramid of empty dark Beck’s
beer bottles three stories high, and
wrapping your head in aluminum foil.
An appendix contains schematics fora
Digital Audio Detector circuit. This

Studio owners
will get big
buck govern-
ment subsidies
for not record-
ing music, and
huge surpluses
of heavy metal
will be sold to
the Soviet
Union.

device emits a low moan whenever
anyone within a three-block radius
uses a CD player, thus alerting the
audiophile to seek cover. The device
also detects Russian spy satellites,
flourescent lights and bad vibes. Price
of this invaluable reference is only 99
cents. The book must be purchased
with a special aluminum foil dustjack-
et. Its price is $2,359.

Also, I steal a lot of my material from
the Congressional Record. This is OK
because ripping off contents of records
is 4 fine American tradition, like drink-
ing too much on your birthday and
puking. Besides, few average citizens,
such as yourself, realize just how witty,
and moreover, filled with in-depth
audio backgrounds, your elected poli-




The SP-1200 Sampling Percussion System.

erious Re rcussmns

<

articularly among serious
musicians. Because the new
SP-1200™ Sampling Percussion
System has more features for
serious creative possibilities.

It’s the latest refinement of the
SP-12, the sampling percussion
system by which all others are
measured. Accordingly, the
SP-1200 offers a full 10 seconds
of sampling time. In a 12-bit
linear data format for sounds
of unsurpassed brightness
and clarity.

Then the SP-1200 adds new
features to make programming
and performing go even faster
and easier. There’s an internal
3.5" disk drive that loads sounds
and sequences in seconds.
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Which could significantly
improve the rhythm of an entire
performance. There’s more flexi-
ble segment editing plus MIDI
Song Pointer, so when you're
running with an idea, you won'’t
have to wait for your hardware
to catch up. And there’s an abun-
dance of other features, too.

Not the least of which is the
formidable and ever-expanding
SP-1200 library of sounds. And
complete compatibility with all
SP-12 sounds, whether from
E-mu or anyone else.

To fully appreciate the new
SP-1200, you need to play it.
You'll discover the SP-1200 has
the power to send repercussions
through the most important
music you may ever hear.

Yours.

For more information, see the
SP-1200 at your dealer. Or call
E-mu Systems at 408-438-1921.

E-mu Systems, Inc.
1600 Green Hills Road
Scotts Valley, CA 95066

Applied Magic




INSIDER - AUDIO

ticians really are. In fact, I am in close
contact with many elected officials,
who regularly send me letters such
as this:

Dear Ken,

Although my bill proposing that “Digi-
tal-Ready” be inscribed on all U S. coins
died on the floor, I have stumbled
across something even better for the
nation. I have introduced legislation
that all recordings have a wide band of
frequencies notched out. This would
“code” the recordings, making them

information, call or write.

We made the rules
with the TEF System.
But we also break them.

Since 1983, TEF Systems have set the standard for
acoustic analyzers. Determining areas of reflection with
pinpoint accuracy while virtually ignoring ambient inter-
ference. Reducing analysis time to mere seconds. Providing
a full range of bench and field instruments in easy-to-use
software. And arming you with printed reports.

You'd expect a machine like that to be expensive. But
we've broken tradition and made it affordable. With our
leasing program, you can have the power of TEF for as low
as $199.00 a month. The kind of power that helps you
land the big jobs and do them right.

So get the standard. And get a good deal. For more

sound so bad that no one would be
interested in copying them, This, I
think, should totally eliminate the seri-
ous problem of the theft of Bon Jovi
recordings and other intellectual prop-
erty. Is this genius, or what?

PS. Ifyou know any more “actresses”
in Miami, please send them up to my
Georgetown townhouse. I find them
most valuable in formulating my “cam-

paign strategy.”

Dear Senator,

I think this is a great idea—typical of
the kind of thinking that pervades
Washington. Not only would such a

1=CHION

1718 W. Mishawaka Road, Elkhart, Indiana 46517 * (219) 294-8300

law discourage copying, it would also
kill off the entire American recording
industry as well, the last export market
we have left. This would open the
floodgates to foreign, non-copy-coded
recordings, such as Japanese karaoke
records. While the beat isn’t as good as
Bon Jovi’s, at least they’re in tune
sometimes. On the other hand, prob-
ably the more stuff CBS notches out of
their recordings, the better they’ll
sound.

PS. I am sending four “actresses,”
one for each member of the subcom-
mittee supporting copy-coding. P.PS.
Thanks for all your support on the ERA
amendment, you jerk.

But even with brilliant ideas like
copy-coding, it isn’t easy coming up
with new material each month. Even
the editors don't appreciate how tough
it is. As if they know what work really
is. David Schwartz—he writes the little
blurb next to the wble of contents
each month. Big deal, it probably takes
him about eight minutes. Penny Jacob
—allshe does is give out TEC awards
once a year. Hillel Resner—I don’t
know what the hell he does, in fact I'm
pretty sure Hillel Resner is a place. The
only guy pushing a pencil up there is
George Petersen. George likes to talk
about motorcycles. George is OK. Me,
I doallthe work. If Mixis like the sinus
of the industry, then my column is like
the mucus that holds it all together.

Well, if it wasn’t 4 am. I probably
could have thought of a better way of
saying that. But my firm rule is that
once something is typed in, it can’t be
changed. That explains why my writ-
ing style has managed to elude a Pulit-
zer Prize. Larry Oppenheimer calls his
stuff “deathless prose™; I like to think
of my stuff as “filler between the ads.”
That’s the reality of the publishing
business.

But because it’s a tenth anniversary,
we should be looking both forward
and backward, just like you do when
you walk to your car at 4 a.m., after a
late session. The thing I remember
most about the first issues of Mix is
that after I finished reading an issue
my hands were all black and smudged,
from the cheap ink and paper they
used. Now, after I finish reading a Mix,
the magazine is all black and smudged,
which shows just how far I've let my
personal hygiene slide.

But that’s not important. The point
is that in another ten years Mix will

Circle #013 on Reader Service Card
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be beamed electronically into our
homesand studios from lasers in space,
where special hi-tech devices will scan
each 500-page daily issue for informa-
tion pertinent to your own interests
and needs. Large voice-controlled
video screens will display the informa-
tion, and automatically log-on authors
and advertisers for more detailed in-
formation. All of this will take place in
“information/entertainment cocoons”
installed in our homes and studios,
complete with superconductivity loud-
speakers. Of course, smaller “wrist
publishers” will keep us informed
wherever we go.

Right, sure. If you believe that you
may be interested in buying my three-
inch-wide tape analog multi-track. Ac-
tually in ten years everything will be
pretty much the way it is now, only a
litle more modemn. And everything
except studio time will be a lot more
expensive. However no one will really
care because in ten years it will be
only three years until the year 2000,
and everybody will be busy getting
ready for one incredible party. As you
know, as part of the Tax Reform Bill of
1986, from now on all 1040 forms will

have a box you can check if you want
$1 to go to beer money for this party.

Meanwhile, concerned taxpayers
such as yourself may well ask, “Ken,
wouldn't government involvement in
music recording, through copy-coding,
violate the Bill of Rights?” I'd like to
answer that important question in two
ways, neither of them relevant. First,
although the Constitution is apparently
quite old as of this year (even older
than Mix) I have no idea if notching is
constitutional or not. That's why I elect
politicians and other people who can’t
find work to interpret the laws for me.
Instead, they’re in their Georgetown
townhouses discussing ‘“‘campaign
strategy” with “‘actresses” from Miami.

Secondly, after the federal govern-
ment gets involved in music technol-
ogy, I predict that only government
subsidies will keep most studios open.
Owners will get big bucks for not re-
cording music and huge surpluses of
heavy metal will be sold to the Soviet
Union, as drought decimates Ukranian
bands.

On the other hand, I'll bet the re-
cording engineers will get extremely
high salaries, like almost 1/10 what a

congressman gets. You'll have to pay
people a lot to engineer, to compen-
sate them for havingto listen to all that
notched-out music. Of course, as a
bonus, at least there'll be a notch of
frequencies where middle-aged engi-
neers aren’t deaf.
That'sanother thing I've atways liked
about Mix—they don’t go overboard
with the deaf jokes. Deafness is no
laughing mattter. Engineers—next
time a producer tells you to crank it
up, put in your ear plugs, then let all
hell break loose. Better his ears get
fried than yours. I mean, yours are
important in obtaining a good product.
His—I don’t know—are good for hold-
ing sunglasses on. 1 wish Mix had
more editorials against producerswho
wear sunglasses inside the control
room. This gives the industry a bad
name. a

Ken Poblmann is an associate professor
of music and beads the Music Engineer-
ing Program at the University of Miami
in Coral Gables. He is author of Princi-
ples of Digital Audio and The Compact
Disc Handbook, and a consultant to
the digital audio industry.
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We're not sheepish about our low | .
afterallit's what's underthe clo(hlngthatm

Professional mixing consoles from Aries.

Imported from England

- AEEGROUP, INC. 2720Monterey St., Suite 403, Torrance, CA90503  213-533-5112
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OUR NEW EQ SOUNDED GOOD HERE ..

The “Bothy" at the bottom of our garden is where we work on
advancing console design concepts.

In there the latest improvement to the sonic performance of our
consoles — the new EQ — was initially developed.

But we didn't stop there. We took the EQ into our own fully equipped
48 track studio where we tested it and analysed it, but most important
of all we listened to it — exhaustively.

it's just one example of the way we continue
to enhance the sound of the SL4000E Series
Master Studio System to keep ahead in the
technology race. And if you already have an
SL4000E Series you can stay ahead too. as
the new EQ is easily retrofitted to all existing
consoles.

There is also a new SSL Studio Computer, the
G Series, which with its fast processors and

vast data storage capacity enables processes
that used to take minutes, to be carried out in
seconds. The G Series too is fully retrofitable.

With these improvements, and more to come,
shouldn’'t you be using the only totally
integrated audio mixing system in the world?

...AND SOUNDS
EVEN BETTER
HERE

Solid State Logic

Oxford e Paris e New York e Los Angeles
Begbroke, Oxford, England OX5 1RU e (08675) 4353
1 rue Michael Faraday, 78180 Montigny le Bretonneux, France e (1) 34 60 46 66
101 Park Avenue, Suite 2506 @ New York, NY 10178 e (212) 315-1111
6255 Sunset Boulevard e Los.Angeles, California 90028 e (213) 463-4444




by Oliver Berliner

while ago, some German sci-

entists and businessmen

were sitting around discuss-
ing an innovation in recording tech-
nology that would ultimately rock the
world. “You know, Emile, if this new-
fangled kind of disc takes off, we can
give up these Bauercigarren and be-
gin smoking Shabesnachtcigarren,”
the latter referring to cigars of such
high price that if one is caught smok-
ing on the Sabbath, at least he can
consider that he transgressed with
something well worth the consequenc:
es. Everyone laughed. “Let’s see what
the advantages are that your new re-
cording medium offers.”

“Well, I'd first like to say something
about what one might call ‘verity." What
I mean by that is making engineering
so good it’s inaudible. This new disc
puts us well on the road towards our
goal of sound without artificial colora

Emile Berliner in his Washington,
D.C., laboratory examining an
early 12-inch disc master.

tion. And one thing we've achieved in
this direction is a better signal-to-noise
ratio, plus greater dynamic range
something we've found to be quite a
limitation in the old system.

“Now we use a mass-production
process that encompasses seven dis
tinct steps: mastering, electro-forming,
moulding, metallizing, laquering,
punching and printing in order to
make these funny lirtle discs complete.
Moreover, we start with a one-to-one
transfer from an original master record
ing. You know, this whole process was
more than ten years in coming about.
And the master disc has a glass base.”

“A glass base, Emile?”

“Ach, ja, naturlich. Of course, the
material that gets into the consumer’s

hands will be much less fragile.”

“And you can label the production
discs as the final step in the process,
Emile?”

The inventor took a few puffs of his
el cheapo, daydreaming perhaps that
one day he’d be smoking a real Havana
cigar instead. “Yes, the disc’s ability to
accept labeling is one of its best char
acteristics. Another attribute is storage.
Even a karge library of my tiny records
takes very little space. And don't over
look the increased playing time for
this system as compared to what we
had before; all this on a more compact
medium than we've seen heretofore.”

“Now, am I correct in assuming,
Emile, that disc and player production
will originate in Germany?”

“Yes, that’s right. It'sthe sentiment |
still hold in my heart for the ‘old coun
try," and particularly here in Hanover
where | was born. [ realize, to0o, that
these instruments will initially be re-
garded as nothing more than toys. But
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British and German patents, registered simultaneously with the American, duplicate the American process

and claims and infroduce a new element—the disc,

I'm confident they will soon come to
be respected for what I intended—
low cost, high quality home entertain-
ment for all.”

The Second City

At 19 years of age, Emile Berliner had
migrated to Washington, D.C. after ar-
riving in the new world via the steam-
ship Hammonia. At age 25 with nothing
more than a diploma from a Hanover

ian Gymnasium, he'd attempted to
build an improved telephone. He
failed. The $3-a-week drygoods clerk
didn’t create a better telephone. But
what he did was to correct the flaw
that had plagued Alexander Graham
Bell’s design from the start, and which
had attracted the attention of the fa-
mous inventor Thomas Edison, as well.
Emile Berliner's invention: the micro-
phone, which surpassed the timits of
scientific credibility at the time. My
grandfather’s creation, acquired by the
fledgling Bell Telephone Company,
paved the way for Bell’s becoming the
world’s largest business, and the “loose-
contact” principle became the corner-
stone of all the world’s telephones for
the ensuing 100 years.

The Disc Record 1887-1987

Those readers familiar with the ro-
mance oftoday’s compact disc will no
doubt have recognized its characteris-
tics from the conversation in Han-
over, Germany that I've recounted
here. But would you be surprised if 1
told you that that conversation took
place a century ago and wasn't about
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the CD at all? You see, Emile Berliner
also invented the “acoustic” disc rec-
ord that’s celebrating its 100th anniver-
sary this year.

On November 8, 1887 my grandfa-
ther patented simultaneously in Wash-
ington, Berlin and London the design
of today’s disc record and player
(which he called the gramophone)
that was to ultimately destroy Edison’s
then 10-year-old cylinder phonograph
system. Included in his disc-record
patents is not only 2 method of mass-
producing cylinder recordings, but the
lateral-cut groove (Edison's groove
was vertically modulated—"hill and
dale™), etching of the groove for per-
manency, electroplating a samper that
could be used to press unlimited
copies of the master, as well as the
creation of labeling the music’s title
and other information right on the disc
(not possible on Edison’s cylinders).

Yes, that conversation took place in
the 19th century, as Emile Berliner's
invention, made possible in part by
the $50,000 the once-penniless youth
from the “wrong side of the tracks”

Emile Berliner's 1887
gramophone patents
for disc records shaped
the recorded music
world for the next
century.

as contrasted to the cylinder.

had received from the Bell System for
his microphone in 1877, created the
billion dollar disc records business of
today. All the features I've attributed to
the new compact discs were also char-
acteristics of the Berliner gramophone,
as contrasted to the cylinder record.
The disc shaped the recorded music
world for the next century.

And, yes, although Emile Berliner
invented the disc record while in Wash-
ington, the world’s first production
gramophones and discs—three inches
in diameter—were issued in his native
Hanover as children’s toys. How were
these records pressed? Why, on a but-
ton-making machine, of course!

In 1898 my grandfather founded
(with his brother Joseph) both Deut-
sche Grammophon Gesellschaft in
Hanover (DGG is now a part of Poly-
gran, creators of the compact disc)
and London’s The Gramophone Com-
pany Ltd. (now part of EMI, the world’s
largest recording organization). And
in 1901 the newly formed Victor Talk-
ing Machine Co. in Camden, New
Jersey (now RCA) acquired the patents
of Emile Berliner and the assets of the
tiny Berliner Gramophone Company
of Philadelphia. |

Editor’s note: The Berlin Phono-Aked.-
emie has established the Emile Berliner
Foundation for deserving students in
the study of audio. Also, visit the exhibit
commemorating 100 years of disc rec-
ords at the Smithsonian National Mu-
seum, September through October in
Washington, D.C.
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LUNCHING - WITH - BONZAI

by Mr. Bonzai

Top Lunch

DAVID M.SCHWARTZ & PENNY RIKER JACOB

Ah! The years...the memories of
countless (almost 60, but who's count-
ing?) guests at this lunching table. . .
and let’s not forget the paychecks. It
was a stroke of writer's luck to be
named “editor-at-large” for Mix:

Instead of lunching this time with
yet another stellar musician, noted
oddball or obscure genius, let’s pull
out the stops and a big birthday cake
for the founders of Mix, Penny Jacob
and David Schwartz. I'll light the barbie
while Mrs. Bonzai skewers some shi
shamo (dried smelt filled with eggs)
from Hokkaido in northern Japan. Let's
add some shish kebab, just in case
devouring the heads, spines, eggs and
tails of the shishamo proves too strong
for a publisher’s stomach.

Our guests have left their palatial
hobbits in the Bay Area and are in LA.
for some AES meetings. They've taken
abreak from pounding the convention
floor and pressing the public flesh to
visit Cafe Bonzai, nestled quietly in
the wild hills of Hollywood. A few

rounds of shochu (Japanese buck-
wheat vodka) are quaffed as we gaze
out through the twilight smog on the
downtown skyline.

David, with his musical heart and
his MBA, is a sensitive soul :nd a mis-
chievous entrepreneur. Once, he took
a plane ride and read aridiculous story
about astral travel 1 had written to ter-
rify frequent fliers. When he returned
to his editor’s desk, he found 1 had
mailed a copy of the magazine and a
suggestion that I take over some of the
lighter chores for Mix. 1 happened to
phone him just as my photo fell from
the envelope. We took the coincidence
as a divine goose and, shortly there-
after, 1 left my position as a studio
manager and became a full-time writer.

Together, we conceptualized the
“Studio Life” satire series, and “Lunch
ing With Bonzai” (offered as nouvelle
cuisine next to “My Dinner With An
dre™). This writer/editor partnership
is a rare blend of spirits, and gets re
fined and richer as it ages.

David Schwartz,
Penny Jacob
and Mr. Bonzai
before the Tenth
Anniversary
“Lunching” was
broken up by
police in riot
gear.
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The new Peavey PCS™ (Processor Controlled
System) isn’t magic, but the audio processing
functions it performs, when taken together with the
correct power amplifiers and speaker enclosures, can
sound quite magical!

® Electronic Crossover
The PCS™ is a premium quality 3rd order (18dB per octave)
electronic crossover. The PCS™ crossover function is
selectable 2 or 3 way for use with a variety of Peavey speaker
enclosures.

@ “Sense Inputs” (Telemetry Ports)
The PCS™ utilizes “sense inputs” which are connected to the
outputs of the system’s power amplifiers.

® User variable loudness compensation
This function adds a predetermined amount of low end at low
sound presure levels. As system output rises, this
compensation is incremently removed until, at maximum
power, the system is again flat. This technique provides the
inverse of the way humans hear, and results in a system which
sounds “impossibly" good at low levels, and very high in
apparent headroom at high levels. This compensation is user
adjustable to suit individual preferences.

@ Subsonic Filtering
The PCS™ also utilizes extremely high order sub sonic fittering
to remove unwanted headroom wasting subsonic signals. This
technique results in a very tight, punchy low end by
maximizing available energy in the usable portion on the bass
spectrum.

@ Excursion Protection

in addition to the subsonic filtering the PCS™ also engages
special excursion protection during extreme power events.
This is accomplished by slightly raising the corner frequency
of the high pass filtering. This further enhances the system’s
power handling, apparent headroom, and overall clarity.

® Thermal Protection

The PCS™ constantly monitors the outputs of the system’s
power amplifiers and when they reach the transducers’
maximum power handling the PCS automatically engages
limiting circuitry. The system's transducers are protected from
unacceptable and destructive power amp clipping, and output
sound pressufre is maximized.

Use the Peavey PCS (Processor Controlled System)
in it's 2-way mode with the Peavey SP-2"™ or the new
SP-4™ trapezoidal enclosure, or for bigger jobs use the
PCS in its three way mode by adding a subwoofer to
either enclosure.

The PCS™ from Peavey. . .no, it's not magic. . . but
use it correctly and audiences just might think you are!

7

2

For a complete igok at the entire Peavey line, write for our magazine the Monitor®
Please send $1 50 to cover postage and handling

PEAVEY ELECTRONICS CORPORATION / 711 A Street / Meridian, MS 38301/ U.S.A. / Telephonre: (601) 483-5365 / Telex: 504115 ©1986
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Mix staff 1987:

inset fop: In
Mix’s LA.
office—Randy
Alberts (L) and
Ken Rose. Right:
Electronic Musi-
cian’s Tim Tully,
Craig Anderion,
Vanessa Eise,
Barbara
Garrison.

—LUNCHING WITH BONZAI

Penny Riker Jacob, the co-potentate
on the Mix throne (or hot seat), com-
bines feminine grace with an instinct
for creative good business. David aptly
introduced her at last year’s TEC
Awards as “The First Lady of Mix mag-
azine.” She speaks with a smoky voice
and wields her sceptor with an easy-
going charm.

After sitting on the top of the mast-
head for these ten years (0ooh, sounds
kinda painful), David and Penny will
now come down to reveal the true
nature of the beast, this little engine
that could, this global journal of tech-

Penny in 1977
with first edition
of The Mix.

Not pictured in group photo: Peter Hirschfeld, Jeffrey Turner, Athena Craig.
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Behind Every Synclavier
There’s a Success Story

18 Q registered trademark of New Lnglana LAGIAL W AOPYIWL

Synclaver

Prle:
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’
Andre Perry
CE.O. and Chairman of the Board of The André Perry Group and Le Studio

Visionary producer André Perry heads one of the most sophisticated music and video production
facilities in the world. Located in a beautiful and secluded Quebec setting, LE STUDIO and THE
ANDRE PERRY GROUP have proven that, with the right personnel and equipment. a sudio
doesn't have to be in a major urban center to stay on top. With his facility constantly booked, it's
clear that André's philosophy of total service has paid off. Recent projects range from network
TV series to records and videos by such leading artists as Chicago, The Bee Gees, David Bowe.
and The Police.

He comments on the success of his first Synclavier Digital Audio System and his future plans: “The
Synclavier was so simple to learn and use that two weeks ater instadling the yy;/

system we did the music and sound effects for a major network Movie of the
Week. It's been so cost-effective that we're already ordering a second

system for our new Washington, D.C. facility.”
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Why your next console
should be as difficult to hear
as it is easy to operate.

The studio is more complex
and less forgiving.

Electronic production techniques
using MIDI and SMPTE sync require
more control than a “wire with gain”
can provide. But as functions and com-
ponents accumulate, the console’s signal
path has grown more complex, and its
audio performance has suffered. On
analog recordings, higher levels of
crosstalk, noise and intermodulation
were an acceptable price for additional
control. On digital multitrack, however,
these flaws become glaringly obvious.

Crosstalk blurs the stereo
image.

Now that digital recorders have virtu-
ally eliminated crosstalk, this is an espe-
cially annoying problem. The AMR 24
matches the channel separation per-
formance of digital multitracks because
it employs balanced buses that eliminate
crosstalk the same way mic inputs do.
This radical design approach takes full
advantage of digital’s more coherent
stereo imaging.

Balanced buses also eliminate the
intermodulation that plagues the sound
of conventional “virtual ground” mix
amps. The AMR 24’ noise floor is con-
stant whether you route one input

1o a group, or thirty six. So you can
concentrate on the music without dis-
tractions from the mixer, even on
digital multitrack.

Features shouldn’'t degrade
audio performance.

Automation widens creative possibili-
ties — and narrows the margin for con-
sole error. For example, FET mute
switches that are “silent” individually
can produce audible glitches when
grouped. The AMR 24’ carefully con-
trolled switching time constants elimi-
nate this problem.

Every circuit in the AMR 24 has been
calculated with equally close attention
Each stage has at least 22 dB of head-
room; total dynamic range is over 100
dB. Even so, unused stages are hypassed
to produce the shortest effective signal
path in every operating mode.

Perhaps the AMR 24 is a product of
extremist engineering. But as we see it,
optimum audio performance, not sim-
ply a revised layout, is what makes a
console automation - and digital-ready.

The feel is familiar, the func-
tions are unprecedented.

The AMR 24 facilitates innovative pro-
duction techniques within a classically
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split configuration. Master Input Status
switches select mic inputs or line
returns on all input channels simultane-
ously. In its mixdown configuration, the
AMR 24 will handle up to 60 tracks,
because the 24 Track Select switch
changes the monitor returns to line
returns normalled to your second 24
track (or to synchronised “virtual
tracks” from synthesisers and samplers)
The monitor returns hzve aux buses
solo and mute, plus four bands of £Q
and long throw faders, so this flexibility
is achieved with no loss of audio quality.
For additional effects returns, the
Fader Reverse function creates an addi-
tional 24 patch points through the cue
send faders

Imaginative design and uncompromis-
ing construction give the AMR 24 flexi-
bility and sonic transparency that
represent clear achievements: especially
clear on digital recordings. For all the
facts on this innovative console, send
your business card or letterhead to:

DDA e

Klark-Teknik Electronics Inc., 303 Bantfi Plaza North
Farmingdale, NY 11735 (516) 243-3660

Unit #1, Inwcod Business Pk., Whitton Rd
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LUNCHING - WITH - BONZAI

nology, this bold chronicle of our me-
dia evolution, this. . .magazine.

Bonzai: So itall started in an old back
room in Berkeley?

Jacob: No, in Mill Valley [in Marin
County], actually, in a class for record-
ing arts.

Schwartz: We had a teacher, Norman
Dayron, who had produced a number
of albums for old blues artists in Chi-
cago. He was a staff producer at Chess
Records and he taught a course on
record production. We had a small
class, eight or ten people,and we'd get
together for a lecture and then a ses-
sion in a studio. At the time, 1 was
changing careers and this class sound-
ed interesting. We'd get together and
listen to records and try to determine
why they had become successful. Later,
the class would rehearse a song as a
“group” and then we would share pro-
ducing and engineering chores.
Jacob: At this time 1 was writing and
learning about recording in a little ga-
rage studio with a TEAC 3340. We start-
ed out making radio jingles.

Bonzai: How were you making your
living at the time?

Jacob: 1 was making stained glass and
selling it at antique shops, and also
doing voiceover work for commercials.
Schwartz: Previous to this, 1 had
worked for an acoustical consulting
company, designing sound systems.
The company closed their San Francis-
co office and 1 started writing for vari-
ous magazines. Before all this, I had
worked at Wally Heider studios in 1973.

Bonzai: Did that give you a taste
for the excitement of the recording
industry?

Schwartz: Oh yeah, that was during
the whole rock and roll boom. It was a
party throughout the whole year that 1
worked there, during the high point of
the studio’s existence. There were
probably 15 albums being cut at the
same time, when I started there, from
The Pointer Sisters’ first album, Jeffer-
son Airplane, Santana, on and on.

Bonzai: Didn't you give Grace Slick a
ride once when her white Rabbit
broke down?

Schwartz: Actually, it was a Maserati,
and 1 gave heraride home to her place
in Sea Cliff (a posh SF neighborhood)].

I lived “down the hill” in the Rich-
mond district. It was a great time, so
much action going on,and all kinds of
musical greats were there. I was like a
sponge absorbing the whole thing.
And then it all suddenly ended when
the recession and oil crisis hit. Studios
in San Francisco began to have trou-
ble. Many of the artists had been com-
ing up from LA. with lavish budgets,
but that all stopped.

Bonzai: It doesn't sound like the best
oftimes to launch a recording industry
magazine.

Schwartz: Well, a few years had
passed—we started the magazine in
1977. Penny and I had met in the class
during the summer of '76. We formed
a studio group of writers, performers
and technicians which evolved into
the Tres Virgo studio team.

Jacob: It was an experimental stage
forall of us. I was asinger, and I wanted
the engineering experience. The first
time I sat down behinda console I felt
like I had discovered the reason 1 was
born. The combination of being mu-
sicians and learning about the tech-
nology turned us all on at that point. It
was an exciting time and as I look back
onthose years, I realize how much fun
we had working and playing.
Schwartz: It was an important crea-
tive time for us, because we were
songwriters and performers and took
turns helping each other’s projects. If
we couldn’tcome up with asong, we'd
turn it into a jingle.

Jacob: We did one of David’s songs
413,000 times in different versions.
Schwartz: 1 had a platinum demotape
from that one.

Bonzai: Well, how did this all arrive at '

publishing?

Jacob: David had been writing a col-
umn for BAM magazine [a California
music bi-weekly]. After class one night,
he told me that he hada new idea fora
magazine—one that would revolve
around a directory of recording stu-
dios. There was nothing that special-
ized like this at the time, although
Billboard had a studio listing section.
We felt that it could be done in greater
depth and that it would be valuable to
people.

Schwartz: It was an outgrowth of our
needs, because we were doing ses-
sions at a number of studios in the Bay
Area. Shoppingaround and finding the
right studio for different projects was a

hit or miss process. We wanted a really
comprehensive consumer’s guide to
recording services.

Jacob: We also had an ulterior motive—
we were studio junkies. We loved be-
ing in studios and wanted to find out
how other studios were operating. We
started out doing a survey—
Schwartz: And the studios brought
out the red carpet for us.

Jacob: In the early years, we visited
more studios than anyone else around.
Schwartz: Neither of us had any pub-
lishing experience, so once we deter-
mined that there was a need for our
concept, we planned how tobest doiit.
My contact with BAM as a writer was the

“More than just a maga-
zine, Mix started out as
a research project to
satisfy our needs and
curiosity about the
recording field, and
that motivation still
continues today.”

most reasonable way to test the idea.
Jacob: We put together a business
plan, conceptualized the project, and
presented it to the publishers of BAM.
Schwartz: This was just a localized
directory at the time and they liked the
idea. It started out as a side project for
us, and then grew until it took over all
of our time. Bill Laski, one of the princi-
pals at BAM, took a special interest in
our project. He was the advertising
manager and brought to our project
the ad sales expertise to make it work
as a publication.

Jacob: He saw the potential and the
timing was nearly perfect because the
rapid growth of the independent re-
cording operations was just starting,

Bonzai: For me, working at a new
studio, it was great to find that first
copy of Mix. It made me feel like there
were other people trying to do the
same thing.

Schwartz: There really wasn't an “in-
dustry™; there were a lot of facilities. 1
think that Mix, and a few other maga-
zines, legitimized the industry. We pro-
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vided a commentary on the growth
and evolution, and exposed the per-
sonalities who were shaping things.
Jacob: And we saw the growth of a
sense of community and camaraderie,
beyond the developments of technol-
ogy. When we were getting that first
issue out, covering only Northern Cali-
fornia, we asked people how many
studios they thought there were in the
area. Most people guessed there were
only 19 or 20 studios. We researched
and found 130. No one knew the size
of the scene at the time.

Schwartz: This wasn’tactually the first
directory of studios. Another magazine
called Music Works had done it, Bill-
board had been listing studios, and a
book by Diane Rappaport had a list
ing. What we wanted to do was to
quantify it in another way, to make it a
practical consumer’s guide. We strati-
fied our findings, looking for common
denominators, and grouped studios
into meaningful categories.

Bonzai: How did you leap from a

local directory into a national pub-
lication?

Schwartz: There were many steps in-
volved. After the first issue came out,
some people from LA. called and sug-
gested that we do one for that region.
BAM had an office in LA., so we went
down fora couple of weeks and calted
every facility we could find.

Jacob: We visited them and 1 took

pictures—it was a very personal ap-
proach. We had also started visiting
the various conventions and everyone
kept asking us when we were going to
do a directory for their area. It was a
very organic process, with the industry
urging us to do more.

Schwartz: just before the third issue
came out, we decided to separate from
BAM. We realized that the direction we
were going in was different from that
of BAM. We were going for a national
audience, and wanted to establish our
own identity. It was a tough time for us
all during the separation, but it worked
out well, and we have always been on
good terms with BAM.

Jacob: Each party went on to its own
SUCCESSes,

Bonzai: How did you move from a
directory to a publication that serves
the industry in so many ways?
Schwartz: After a few California direc-
tories, we did versions in Nashville
and New York. Then we expanded and
added more editorial, offering advice
to people in the recording business.
By 1979, we evolved into a national
magazine, with regional directories.
We changed format many times, always
trying to improve the look of the
magazine.
Jacob: We felt that it was very impor
tant to give the magazine a national
look.
Bonzai: | remember when you made
the move toa slicker newsprint format—
didn’t Rolling Stone pick up on that
and alter their look?
Schwartz: We played around with dif
ferent paper stocks, something that
most publishers don’t do. We found a
glossier newsprint and a few months
later gota call from Rolling Stone, curi-
ous about our stock. A few months
later, it ended up that they decided to
use it as well.
Jacob: It was complicated, because

IVE
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we had the cover printed by one com-
pany, and the internal pages by another.

Bonzai: I'm sure a lot of people are
unaware of the difficulties of the pub-
lishing world.

Schwartz: And they probably don't
want to know. Distribution is another
critical aspect of success. In the begin-
ning, we gave the magazine away free,
through the BAM distribution network.
Later, this haunted us when we went to
a controlled and paid circulation. We
distributed the first issues ourselves
by delivering bundles to studios—
Jacob: Driving station wagons loaded
with copies.

Bonzai: How many people work for
Mix now?

Jacob: We've got a staff of over 50
people now, but that includes the new
magazine, Electronic Musician, and
our book division, and the TEC Awards
operation.

Bonzai: And how many limousines?
Schwartz: No limousines, because we
keep pumping the profits back into
the company. It's grown, and refined
itself. We've just always kept a quality
magazine as our goal.

Jacob: We have never compromised
the quality of our product, and we've
always tried to achieve better color,
better reproduction. It's no secret that
advertising is the lifeblood of a maga-
zine, and the ads must look good.
Schwartz: We realized that we were
in competition with some good publi-
cations and that we had to constantly
improve and refine our image. We
found that we were in the publishing
business, and not just an arm of the
recording industry.

Bonzai: How many people around
the world read Mix today?
Schwartz: 1t's hard to determine ex-
actly, but our last issue’s circulation
was nearly 47,000. .
Jacob: A decent percentage of that
goes overseas, and our readership fig-
ures are about 4%z people per copy,
because the magazine sits in studios
and when musicians take their breaks
they pick it up.

Bonzai: | know that there are a lot of
loyal Mix readers.

Jacob: It's nice at the trade shows
when people come up and tell us that
they have every copy we ever printed,

starting in 1977. We've always tried to
put out a magazine that we would
enjoy reading, with information that
we want to know about and informa
tion that our contemporaries want to
know about.

Schwartz: More than just a magazine,
Mixstarted out as a research project to
satisfy our needs and curiosity about
the recording field, and that motiva-
tion still continues today.

Bonzai: Could we talk about the god-
father of Mix, a man whose name
doesn't appear in the magazine?

Jacob: It does now. We just started
adding the different corporate titles in

the masthead.
Bonzai: Would you describe him asa
godfather, or a wise—
Jacob: 1 think “angel”. ..
Schwartz: Or a team coach. If you
were playing on a basketball team and
you were out there on the floor put:
ting your heart into it and every four or
five minutes you came back to a hud-
dle, there would be an all-knowing
person there. He could reflect on what
you had just been through and could
advise you on where to go next and
send you back into the action.
Jacob: It's not like he’s there all the
time, either, but his benevolence ex-
CONTINUED ON PAGE 110
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1987
& BEYOND

The Future of Audio/Video Recording

by Robert N. Herman

The future of the information storage
business is very bright. However, re
cent trends in new technology, specif-
ically the trend from lower coercivity
iron oxide media to higher coercivity
advanced media, such as metal parti
cle and barium ferrite, and the trend
from analog to digital recording, have
created both excitement and confu
sion. This article discusses the impact
of this emerging technology and pro-
vides an overview of the future for-
mats that will be vying for acceptance
in the audio/video recording industry.
In addition, the trends in recording
hardware and media are addressed.
But before we take a look at the
future, let’s step back and review the
past. Man has always had a need to
store information. The first such stor
age device was the stone wall of a
cave, where hieroglyphics recorded
man’s earliest thoughts. It was not the
most efficient way to store informa
tion, but I must admit, it certainly was

hard to erase accidentally!

From that humble beginning we
have seen the need for information
storage grow beyond our wildest imag
inations. Take for example just the last
ten years. In 1977, many felt that the
home VCR would never take off. Two
inch quadruplex video tape recorders
were the standard of the broadcast in
dustry, and many felt that “those nar
rower formats™ would never replace
good old quad. The word “Camcorder”
was not even in our vocabulary. Digital
referred only to computers, calculators
and watches, and 8mm was a term that
applied only to home movie film.

Some people back then suggested
that magnetic recording tape would
cease to exist some time in the not
too-distant future. The reasoning was
that solid state memory or optical
recording would be faster, easier and
cheaper. That didn't happen. Those
forecasters didn't predict the extreme
drops in the price of magnetic media
coupled by new systems that used
higher densities, so that magnetic
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media remained competitive.

Here it is 1987, and I'm happy to say
that the future of magnetic recording
continues to ook bright, at least for
the next decade or so. Now that I've
established that magnetic media is here
tostay for awhile, let's talk about some
of the emerging new formats.

U-Matic SP

The U-Matic SP or Superior Perform
ance format was developed by Sony
Corporation to improve the audio and
video quality of the U-Matic format.
Sony publicly introduced the record:
er in January 1986.

The major video improvements are
an increase in luminance resolution
from 260 to 300 lines, an increase in
chrominance resolution, less ringing
and, therefore, improved transient re
sponse. In layman’s terms, the improve
ments give pictures of finer detail and
allow multi-generation dubbing with
less quality loss.

The major audio improvement is an
improved signal-to-noise ratio by the
addition of Dolby “C” noise reduction.
The signal-to-noise ratio increases
from 48 to 52 dB before Dolby and
potentially 72 dB after Dolby.

The new SP system requires a new
tape for full utilization of the perform
ance increases. However, non-SP tape
will work in the new machines. In fact,
the tape and machines are designed to
be interchangeable. That is, SP tape
and machines can be used on non-SP
machines and tape. However, there
are two limitations. SP tapes recorded
on an SPrecorder must have the audio
tracks decoded by a Dotby “C" decod
er. This decoder can be added to any
non-SP videocassette recorder. And
secondly, you cannot edit an SP record
ed tape on an unmodified non-SP
recorder.

We at 3M betlieve that this new im



In 1977, many
people felt the
home VCR would
never take off....

provement will be accepted by some
users and that it will help prolong the
life of the U-Matic format. We plan to
introduce our own SP U-Matic video-
cassettes in the fall.

The next two formats I'd like to talk
about are digital video formats. Digital
video has been publicly discussed for
over seven years and is now reality.
There were two formats of digital video
tape recorders on the show floor at
NAB. The most publicized digital video
tape recorder is the SMPTE type D-1
standard. The second was the compos-
ite digital video recorder utilizing metal

particle tape.

D-1 Digital Video

The D-1 digital format is now a stand-
ard and an international one at that. It
was the result of over two years’ effort
in the SMPTE digital VTR committee.
The format that resulted was agreed to
by the CCIR, which means the stand-
ard was adopted by Western and East-
ern Bloc countries. This is a first and
should help interchange programs be-
tween countries in the future. The
magnetic imprint on the tape is inde-
pendent of the television scanning
format. More about that later.

The format designed uses 19mm
tape, which is about %-inch wide. The
format has four channels of digital
audio recorded in the center of the
tape, a control track, a time code track
and a spare analog track. (See Fig. 1)

This is a cassette system and there
are three cassette sizes. The format
uses tape at a rate of over 11 inches per
second, or three times the speed of
U-Matic. At this rate, a thin tape, half
the thickness of U-Matic, is needed in
order to get enough playing time. The
maximum play time is 13.4, 41.5 and
94 minutes for the small, medium and
large cassettes, respectively, with half
mil tapes.

D-1 Digital Video Format

<4—=Direction of Tape Travel 11.28 IPS

One interesting feature of this new
format is the interchangeability be-
tween television standards. A recorded
tape will have the same digital data
whether its source was NTSC or PAL
Therefore, a tape recorded in Europe
on a PAL D-1 digital recorder will play-
back in the U.S. on an NTSC D-1 digital
recorder.

Ar.other interesting feature of the

new format is read-before-write and
read-modify-write. Previously, when
editing a scene on a video recorder, if
you wanted to change the information
recorded, you had to change it frame
by frame. With the D-1 recorder, the
editor will now have the ability to
change only the elements in the scene
that are to be changed. For example, a
title could be added to a D-1 recorder
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using only one D-1 recorder and one
character generator.

The first D-1 digital video recorder
was shown publicly at the NAB Show
in Dallas in 1986. Sony took orders for
about 60 machines at the show and is
now delivering the first of these units.
Ampex and BTS are also planning to
be among the first manufacturers of
Digital D-1 recording equipment. 3M
plans to introduce its own D-1 digital
tape by the beginning of 1988.

Another advantage of the D-1 digital
VTR is high quality video after multi-
ple generations. The analog video tape
recorder is currently the weakest link
in the video chain from camera to TV
set. Multiple generation dubbing exac-
erbates the problems, as each genera-
tion copy becomes noisier. With dig-
ital, you can make as many generations
as you wish with no loss in quality. The
20th generation will be identical to
first generation.

The D-1 DTTR has already received
a lot of auention from users, but we
don't expect a rapid conversion to this
new format. One reason, it's so ad-
vanced that there is currently little
equipment (camera, switchers, TV mon-
itors) that can accept feeds directly to
or from it, because all inputs must be
digital component. Therefore, these
DTTR’s will initially be off by them-
selves in a video plant, in their own
“digital island.” That’s why manufac-
turers will sell the D-1 DTTR with an
analog interface initially.

The D-1 digital video recorder is not
the only digital video format to watch.
Ampex showed their composite dig-
ital video “D-X" recorder, the ACR-225
at the NAB Show. This unit is primarily
designed to replace the ACR-25 and
TCR-100 quad cart machines in the field
and to compete with the half-inch
commercial spot players.

SMPTE has established acommittee
to develop a composite NTSC digital
video recorder; the new format will be
called D-2. The D-2 format will have
four digital audio channels like the
D-1andalsowill use the small, medium
and large D-1 cassette bodies. There
will be studio recorders as well as
automated cassette player/recorders.

Compared to D-1, the D-2 format
will use metal particle media, have a
different track layout and the linear
speed will be lower, thereby increas-
ing play times. Look for 31.6 minutes
on the small cassette and 97.6 minutes
on the medium cassette. The large
cassette could be used, and if so, would



have 220 minutes of maximum play
time. 3M plans to market D-2 digital
video MP tapes in late 1988.

Both digital video recorders, the
composite and component, are essen-
tially digital storage devices, therefore
they may be used as mass storage
devices for uses other than video.

8mm Videocassettes

The standard uses tape that is 8mm
wide (about 1/3 of an inch) and can
record for two hours at standard play
speed and four hours at long play
speed. The standard also calls for two
PCM—or pulse coded modulation—
digital audio tracks and one AFM, or
Audio Frequency Modulation, audio
track along with the video. If youdon't
want video at all, you can record six
PCM stereo audio tracks. This gives the
user the opportunity to record 24 hours
of stereo audio on one cassette, ap-
proximately the size of an audio
cassette.

Possible uses in the consumer field
include a personal stereo with 24 hours
of music playback, or a hand-held TV
and VCR combination.

Initially, the 8mm professional mar-
ket is made up of a few duplicators
that have a small number of 8mm
decks. There are also a few industrial
networks that use 8mm for distribu-
tion. Some consumer video titles are
now in 8mm, but that market is small
and likely to remain so in the near
future.

Because of the high density re-
quired, all 8mm media currently is
metal powder tape coated on a very
thin backing. This metal particle media
has a coercivity of about 1,500 oer-
steds, or double that of one-inch pro-
fessional video tape.

ADVANCED EFP/ENG FORMATS
Just when you thought it was safe to

choose an EFP/ENG format, the choic- -
es become more difficult because of .-

the proliferation of new formats. Two
of these formats are gathering a lot of
attention these days. They are M-11and
Betacam SP, which got their roots from
M Format and Betacam respectively.
Both have two cassette sizes, use high-
coercivity, metal-particle tape and util-
ize component recording.

M-l Cassette

The M-II format is similar to the M-I,
with three important differences. Tape
speed is slower so the large casseue
can play for 90 minutes, the tape media
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best of families—the Emax sam-
pling family, which also includes
the Emax and Emax Rack.™

Finally, while the Emax HD
is powerful enough for the pro-
fessional musician, it’s also
affordable enough for the non-
professional budget.

The new Emax HD. If it seems
hard to resist, there’s only one
thing to do. Get one fast.

Hear it at your dealer. Or for
a $2.00 demo cassette, call or
write to E-mu Systems.

E-mu Systems, Inc.
1600 Green Hills Road

Scotts Valley, CA 95066
408.438.1921
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is high coercivity metal particle and
there is an additional smalt cassette for
in-camera use that plays for 20 min
utes. The M-11 format is not compati
ble with M-1. Chief advances over its
predecessor are an improvement in
video signal-to-noise and transients,
plus improved audio.

The M 1l cassettes are different from
VHS and VHS-C. Both cassettes are
larger than their consumer counter
parts. There are good reasons for this.
The manufacturers of the consumer
gear don’t want non-compatible cas
settes to be allowed to load into their
machines and give unsatistactory per
formance. The users of M-11, likewise,
don’twant cassettes that could be used
in consumer machines and subject to
disappearing from their studios. Both
HVC and Matsushita will manufacture
the M-I equipment. 3M will introduce
M 11 tape to the market at the end
of 1987.

Betacam SP

Sony has also developed a half-inch
system using metal tape. Named Beta-
cam SP, the small cassette is exactly the
same size as a standard Betacam tape.
The larger cassette is quite a bit larger.
Both cassettes can contain either 720
oersted ferric oxide or 1,500 oersted
metal particle tape.

Sense holes in the bottom of the
cassette help the VCR to automatically
determine which tape is in the ma
chine. If it senses that metal tape is
being used, the recorder switches to
the SP mode. In the SP mode, the FM
carrier forthe Y and Csignals are shift
ed upward 1.3 MHz and 0.5 MHz re
spectively. This is enough of a shift to
improve picture quality, but not
enough to prevent playback on older
non-SP equipment.

Betacam SP will have downward
compatibility with Betacam, that is a
recording made on a Betacam SP re
corder, either with metal or oxide, in
the small cassette size, will playback
on current Betacam equipment.

Compared to Betacam, Betacam SP
has improved video frequency re
sponse, 3 dB better luminance S/N,
and better transient response. The
audio is improved both with the addi
tion of two AFM channels and with the
addition of Dolby noise reduction on
the linear audio tracks.

There will be four suppliers of Beta
cam SP equipment: Sony, Ampex,
Bosch and Tompson CSF. 3M will in-
troduce Betacam L and Betacam SP

tape by the end of 1987,

8mm ENG

There has also been some talk about
using the 8mm format as basis for an
ENG format. Current consumer 8mm
equipment is not acceptable for use
in ENG, except for storage operations
in hostile environments where throw
awdy equipment may be necessary.
Some manufacturers have looked at
modifying the 8mm format for ENG
use with analog or digital recording,
We are watching these developments,
but I don’t think you'll see a major
drive toward 8mm ENG in the next
year or two.

S-VHS

Super VHS improves the resolution of
the playback picture from under 300
to over 400 lines of horizontal resolu

tion. Linear tape speed is unchanged
but frequencies of the luminance sig
nal have shifted up 2.3 MHz. S-VHS
recordings are not playable on carlier
VHS machines. An improved tape with
900 oersted oxide is required.

The shell has a recognition hole on
the bottom of the cassette to distin
guish S VHS tape from standard VHS
tape. The VCR provides a higher de
gree of resolution. The recorder has
separate Y and C inputs and outputs to
take advantage of this higher degree of
resolution. These connectors require
new cameras or monitors to fully uti
lize the enhancements, although stand
ard equipment also will see some im
provements; the recorder will have
standard NTSC inputs and outputs
as well.

The S-VHS technology will be used
first in consumer and then in the pro

In any discussion of future technol-
ogy, it is necessary to state the condi-
tions upon which predictions are
made. For this article, we look into
the future of the tape recorder. In
this future perspective, we must as-
sume that the advancements in the
power and speed of computer hard-
ware will continue along the same
curve that has been established in
the last five years. We must also
assume a similar curve in the reduc-
tion of the cost of hardware. After
making this assumption of faith, we
can now believe that our dream of
the future may even be realized at a
cost below the GNP of a Middle
Eastern country.

Within this context, it becomes
easy to imagine audio systems that
integrate mixing, processing, re-
cording, editing, synchronizing,
etc., into a single system. All func-
tions would be available to the
operator from a central user inter-
face console or workstation. We
might even imagine that the work
surface could change its controls
and functions to suit the job under
way at any moment. Faders would
control level for mixing, but while
in the processing mode, they could
be equalization or reverberation

The Road Toward
Disk-Based Recording

controls. As you can see, it isn’t too
difficult to imagine that recorders
in future systems will actually be-
come a subsystem of the master
controller dealing with data storage
and retrieval under its command. It
is probable that this subsystem will
become an inextricable part of the
total studio system and, therefore,
will no longer be a stand-alone
device.

At this point, we need to consid-
er the possibility of what might re-
alistically be developed and man-
ufactured within our lifetimes, and
priced within the constraints of the
professional recording, audio post-
production and broadcast markets.

Reality~what a concept
Anyone who has written software
or waited for software to be written
(this probably includes at least 90%
of us), should recognize that a sys-
tem as described above represents
an enormous undertaking. It seems
likely that the evolution toward the
ultimate studio must come in small-
er and more manageable steps.
With this thinking in mind and, of
course, the necessity to meet sched-
ule and price considerations, many
manufacturers are looking to devel-
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op the next generation of recording
technology.

Reel-to-reel digital audio record-
ers may claim the title of “next gen
eration” over the analog machines
we all grew up with, or even the
latest analog machines with their
auto alignment capabilities might
be seen as a new generation. These
interim steps are all worthwhile since
they are needed to create the envi
ronment in which further advance-
ments will be recognized and de-
sired by the users of recording de-
vices. Both of these machine devel-
opments, the automatic analog and
the digital reel-to-reel tape recorder,
are, of course, essentially still the
same device. The real advancement
in speed and performance comes
from a random access digital audio
recording and editing device, and
its ability to access the audio infor-
mation instantly—no rewind time
or search time to slow down the
audio post-production process. By
comparison, a one-inch VIR istedi-
ously slow to rescue.

The disk recorder consists basic-
ally of a master CPU with a user
interface, some analog-to-digital
converters and a memory, typically
Winchester disks. This architecture
allows the control CPU access to
virtually any point in the memory
disk in a random fashion providing
the designer of a digital audio re-
cording device with some new pos-
sibilities. It also opens up applica-
tions in the areas of sound effects
editing where large libraries of
sound “files” can be stored and re-
trieved quickly at random. Further
software development in the area
of the user interface would allow
the sound effects editor to search
the file directory by the description
of a particular type of effect. When
asked to: “"Find all door slams,” the
computer’s display would show a
list of all of the sound files that were
labeled as door slams.

In the electronic music market-
place these recorders could also be
used to store digital audio as a sam-
ple file and be accessed by the
synth for performance. Also, the live
tracks that are now recorded onto a
separate tape machine and then syn-
chronized with the synth sequencer
could be recorded onto the same

device.

Radio broadcasters have been
waiting for the replacement for the
cartridge machine, and the disk re-
corder sounds like the ideal ma-
chine to provide spot library or even
to store and retrieve the music play
list for broadcast on-air. The pro-
gram automation systems in the
broadcast field have been very so-
phisticated for 4 long time and a
disk recorder interfaced into an
automation control system would
eliminate many reel-to-recl and/or
cart transports. It’s easy to replace
the contents of the play list to accept
anew spot even a short time hefore
air time and the memory space can
be reused without replacement for
extended periods of time.

Recording studios could use a
disk recorder as a 2-track mixdown
machine. It could edit the material
for creative content or reorder the
album with only a play list request.

What would a disk recorder look
like? It would record and playback
1,2,34. . .etc., channels of audio de-
pending on the number of I/O cards
installed into the unit. The unit
should be able to expand to more
channels as the user requires them.
Recording time would depend on
the number of disk drives connected
to the recorder and could be ex
panded. Maximum record time
should only be limited by the cur-
rent technology of the memory de-
vices and not by the system design
or software. Input and outputs could
be analog, in which case they would
be converted into 16-bit linear PCM;
using the industry standard sampling
frequencies, it could accept a serial
digital input or it would output its
audio as a serial data stream. There
must be an intimate relationship in
which all aspects of the recorder’s
operation will be linked to time
code. The sound files would be
capable of being stored or retrieved
and played in sync to a master time
code. This would eliminate the need
ofany external hardware to lock the
audio and the picture in audio post-
production applications. For the
studio that does not use time code
for picture sync, the time code could
be used to reference the location of
files and events within them, like
an auto locator would do on the

traditional tape recorder.

Editing capabilities would be ex-
tensive whereas the sound could
be manipulated in many ways that
are not possible on tape, as well as
mimicking the traditional editing
style. It should be possible to play
the audio data out of the disk in a
different order than it was put in.
Separate pieces of the audio data
could then be linked together to
create a continuous output. All of
these functions are simple routines
for a computer system but once ap
plied they create very powerful, cre
ative and time saving possibilities.
Edits could be rehearsed to deter
mine if they were correct and then
recorded. If, at a later time, an edit
needed to be undone, this would
be a simple matter of changing back
to the original.

The recorder, which would be
based around a main CPU, could
respond to external commands from
asystem controller via a serial inter
face such as R$422. Command pro-
tocols that would be supported in
clude the AES/EBU ESbus, providing
a simple and painless interface into
the control systems that would al-
ready be in place. It should also be
possible for more than one opera
tor to access the memory at the sume
time. In studios, where the main
unit is located in a machine room,
the user consoles could be dupli
cated in each control room. One
operator could be recording data
while another could use the sound
effects file in a sweetening session
next door. This may take the form
of two systems connected together
which are capable of sharing data
over some serial link.

Conclusion
What does this mean to the read-
ers of this article? It is not likely that
such a system would be available
tomorrow, but there are units that
are being sold now with some of
these capabilities. It is also certain
that many other companies would
like to provide this type of system
as soon as possible. The functional
benefits and the creative freedom
that a recording device like this will
bring to our industry is a very excit-
ing prospect to ponder.
—Jobn Carey
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fessional market. 3M will introduce
their S-VHS cassette to the consumer
market in the summer of 1987 and
follow later with the professional
version.

Digital Audio Tape (DAT)

The DAT (Digital Audio Tape) is small-
er than an audio cassette, uses high
coercivity metal particle or barium fer
rite tape that is about 1/7th of an inch
wide and can record at compact disc
quality for a maximum record,/play
time of two hours.

The DAT recorder provides sound
quality that is unmatched by analog
audio formats. We expect DAT equip-
ment to find its place in professional
audio recording. Audio editors will
have to get used to electronic editing,
since cut and splice editing will not be
possible.

Television Cart Recorders

Manufacturers of television cartridge
recorders or commercial spot players
will find receptive buyers for non-
standardized formats. The old quad
cartridge recorders are antiquated and
due for replacement by many users.

Systems do not have to be standard
ized because tapes are not usually
swapped between television plants on
these formats. I mentioned the Sony
Betacart and the Ampex Digital Cart
Player earlier. There are others. Several
manufacturers are making cart players
out of the M-11 and also the Betacam SP
formuats.

Sony showed a library management
system at the NAB which has essen
tially a 1,200-cassette library with
built in player/recorders and this will
be used with Betacam SP or the Am
pex/Sony composite digital recorder
formats.

HDTV
High definition television is another
development that will have an impact
on future video tape formats. HDTV
represents a major step beyond today's
television technology. It uses 1,125
lines of picture information at 30 pic:
tures per second. The aspect ratio, or
ratio of width to height, is approxi
mately 5:3, which makes a wider screen
picture, similar to the aspect ratio ofa
70mm motion picture film.

This format will require all new
equipment at the producing end, as

well as the home reception end. HDTV
has met an impasse at the latest CCIR
meeting in Dubrovnick, so attempts to
develop one worldwide standard have
not been successful, at least so far.

Right now, experimental HDTV pro-
fessional video tape recorders have
been shown. They all have been analog
reel to-reel systems similar in concept
10 a SMPTE Type C VIR, but we expect
that digital, cassette-based HDTV re-
corders will be manufactured in the
future and that a standard will develop.
Several HDTV systems have been sold
and some broadcast productions will
be done on HDTV in 1987. HDTV will
initially earn acceptance as an alterna
tive media for 35mm motion picture
production.

Eventually, a home HDTV VTR will
need 10 be developed, but this won't
happen for years. High-definition TV
will certainly tike a long time to evolve
since the investment for new equip-
ment is so great. However, it seems
likely that distribution to the home
will occur using satellite or video cas-
sette in the beginning phase. We are
watching HDTV developments, along
with other advancements in the indus
try and plan to introduce products

Run Tapeless!

CompuSonics audio computers - providing the
competitive edge to audio pros since 1984 in
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when the market exists.

EDTV, or Enhanced Definition TV,
has been a topic of technical discus-
sions for some time now. There are
many ways to improve the NTSC video
picture without changing from 525
lines and 30 frames. High-definition
TV competition will continue to keep
the pressure on development of EDTV.
Both $-VHS and Beta-ED are examples
of EDTV video formats.

e o o

The industry as a whole is moving
toward denser and denser formats.
And one reason for this is the cost of
storage media has continued to drop
as the density has gone up.

There are three classifications for
optical media: read only, write once
and erasable. Audio compact disc and
the optical video disc are examples of
read only technology. Storage capacity
ranges from 250 megabytesto 1.2 giga-
bytes. Read only media is manufac-
tured by stamping and molding a disc
from a laser-etched master recording.
Write once media is being developed
for data applications mostly and range
in storage size from 280 to 1.2 giga-
bytes. For write once, the disc is re-
corded by a laser forming a pit in the
upper layer of the video disc. Once
written, the data cannot be erased,
only added to. Machine software is

“With BBE,

It is magical
the way the dynamic BBE

process will restore the harmonic balance,

increase intelligibility, and give the total sound image a

fresh, sparkling clarity. The BBE 402 and 802 Processors are

ready to perform their aural “sleight of hand” the moment you

insert them into your recording studio, live sound, or broadcast

audio chain. Both units will dramatically improve the overall
reproduction of program transients in any audio system.

The BBE processor's achieve ¢time-alignment of harmonic and
fundamental frequencies that were present in the live perform-
ance but became re-shuffled in the often convoluted paths of
recording, playback, and broadcast of audio.

To hear how BBE can work its magic for you, call us toll free at: 1-800-233-8346.
(In California call 1-800-558-3963) or 1-714-897-6766. Or write us at:
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5500 Bolsa Ave., Suite 245, Huntington Beach, California 92649
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developed to ignore old data when
revisions are required.

The most flexible of optical media
is magneto optical or “MO.” MO media
is erasable and, therefore, reusable.
The bits are set by utilizing a high
powered laser that heats up the area
around one bit, while an external field
changes the bit polarity. The MO disk
technology does not lend itself to easy
editing at this time, but this may be
worked out in the future. Still the MO
disk could find some uses in audio
and video recording.

The pressure is certainly on mag-
netic mediato remain competitive with
optical and this means higher and
higher recording density, using thin-
ner backing so that we can put more
area of tape into the same package
volume. The higher density will re-
quire high-coercivity advanced media,
such as metal particle, metal evapo-
rated, small particle oxide, and barium
ferrite on thinner backings.

These technologies are still in their
infancy, but hold the keys to the future
in magnetic media.

All of the advanced media 1 will
discuss now have the possibility of
being used in high density applica-
tions. They are all different and have
different advantages and disadvan-
tages; all share one thing in common,
and that is that we are doing advanced
research in all of these areas.

Metal-particle is the media that is
currently in use in 8mm video tape
formats and will be used in Betacam
SP, M-1I and Digital Video Composite.
The magnetic media is metal, rather
than an oxide of metal. Coercivities for
metal particle tape are 1,000 oersted
and higher.

Metal-evaporated tape is much trick-
ier to produce. Metal-evaporated tape
is manufactured by putting a very thin
film on the surface of a very thin back-
ing. Eight millimeter was supposed
to use metal evaporated tape as well
as coated metal particle, but this
hasn’t happened yet because of diffi-
culties in producing such a product
and high costs.

Small-particle oxide tape is the clos-
est of the advanced media to present
technology. The tape can be produced
on current manufacturing processes.
However, it is getting increasingly dif-
ficult to produce higher and higher
coercivities that will be required for
advanced formats.

Barium Ferrite is one of the newer
advanced media and it holds a lot of



Recenx technical advances have led to a
new generation of low priced, analog,
multi-track recorders. Yet recording
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promise. It may be able to match the
potential of metal particle media at
substantially lower cost. Barium Fer-
rite will probably not have much im-
pact in audio/video recording for sev-
eral years.

For hardware, the recorders of the
future will use more electronics and
less mechanics. The trend will be to-
ward extensive use of digital process-
ing and control using VLSIL. They will
be less mechanical, smaller in size and
lighter in weight. The recorders of the

The recorders of
the future will use
more electronics
and fewer
mechanics.

future will primarily be cassette-based,
with narrower track widths and shorter
wavelength recordings.

This means the magnetic media will
need to be thinner, narrower, smooth-
er, with a smaller amount of tape per
package, higher incoercivity—up to
2,000 oersted—evaporated or sputtered
thin film and vertical media pigments.

A lot is happening in this industry.
In fact, I can’t think of a period in the
history of magnetic recording where
users have been faced with more
choices for recording. And this situa-
tion is going to be with us for a while.
There are a couple of reasons for the
great turmoil in the industry, and they
are due to two technological changes.
The first is the transition from analog
recording to digital, and the second is
the change from gamma ferric oxide
magnetic media to metal-particle mag-
netic media. These two technological
changes mean that the formats for
magnetic recording are again up for
grabs.

Robert N. Herman is product manager
of professional video products at 3M
in St. Paul, Minnesota. He is currently
chairman of SMPTE’s working group
on the digital composite television tape
recorder; setting standardis for the D-2
format.
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BOB LUDWIG

MASTER OF
THE TRADE

by Hank Bordowitz

“Mastering has evolved into a sort of
executive engineering posiuon,” Bob
Ludwig explains. “People work hard
in the studios, doing the best job that
they can, then they send their tapes to
one of the famous mastering houses
to ger our opinion on what can be
done better. The whole abject isto get
as much musicalitv out of the record
as possible.”

Look at any dozen records you kave,
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chances are two or three were mas
tered either by Bob Ludwig, or at his
Masterdisk mastering lab in New York.
This is a tribute to both his uncompro
mising ear and his inherent musicality.
A graduate of the Eastman School of
Music, at one time he made a living as
a trumpet player in a symphony or
chestra. He cut his teeth as an engi
neer with Phil Ramone at A&R.

“A&R was the first independent stu
dio to have a Neumann computerized
lathe,” Ludwig recalls in the living

room-like setting of his main master-
ing studio. “No one knew how to use
it, so Phil locked one of the mainten-
ance engineers and me in a room fora
month and said ‘Figure this thing out.’
All engineers learned how to cut at
A&R back then. That was part of the
routine of learning to become an
engineer.

“Atthat time, The Band was making
their Music From Big Pinkrecord. They
were doing this masterpiece of a rec-
ord. I'd just sweat like crazy making
these reference discs.”

Yet when he got his copy of the
record, he felt it was missing a lot of
the depth of the reference discs he
had made. When it was cut by Capitol,
the bass had all but disappeared. “It
didn’t bear much of a resemblance to
the master at all. After that, I cut all of
The Band's records myself.”

Ludwig has been at this awhile now,
working on all sorts of music, from
George Benson to Joan Jett, baroque
to blues. He has to be on top of the
technology involved in recording all
styles of music, and aware of the limi-
tations, both human and mechanical.
“There are times, for instance, with clas-
sical music, where you are recording in
excellent acoustics trying to duplicate
something that already existed, using
two or three $4,000 microphones. Gen-
erally, those tapes we just listen to and
say, yes, it sounds perfect, which is
why many of the classical CDs are
transferred straight across, without any
equalization. But the last time 1 was
working on a classical record, it need-
ed manipulation, as per the producer’s
request. There was a percussion instru-
ment that stuck out too far, so | selec-
tively, using some very judiciously cor-
rect equalization, was able to actually
rebalance the 2-track.

“Of the equalization and modifica-
tion we do to a tape 99.9% is totally
artistic,” he continues. “In other words,
if we use a filter of some kind, it’s be-
cause the music sounds better through
that filter. If we use compression, it’s
because that cut sounds better with
compression. Except for that tenth of a
percent, it's never just to ‘fit it on the
dis¢’ or make it sound good on the
cassette. We're trying to make it sound
as good as possible. Given that, once
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TS-1RMX - Rack Mount Balanced In
and Out with XLR Connectors $399.95

Enclose $2.00 for postage and
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we've determined what the final sound
should be over the speakers, we cut a
reference disc for the producer, usual-
ly dub a cassette and very often we
make an F1, which is a home digital
unit. So the producer has three differ-
ent mediums to check it out on.”

This, Ludwig asserts, is even more
important with pop records. Given a
project where the drummer and the
artist might never meet, where every-
thing is overdubbed, multi-tracked
and almost nothing is recorded real
time, an outside perspective is almost
essential. “Most of the big budget rec-
ords have been worked on for long
periods of time. Huge amounts of
money have been spent on them. Al-
most without exception, the producer
and the artist have long ago lost all
objectivity on the project. So they are
really depending on us.”

All of this is a long way from what
mastering was two decades ago, when
most record companies had their own
mastering facilities, and more often
than not a record would be cut the
simplest possible way (as Ludwig cites
with his tale of Music From Big Pink).
While people come to Masterdisk to
benefit from Ludwig’s ears, the prod-
uct that he is responsible for are mas-
ters; the sonics that the producer has
given him in such a form that they are
ready to be manufactured.

“Once we've decided on the artistic
EQ,” Ludwig concurs, “our main job is
to make the actual master. Nowadays,
we make a digital master of what
comes off the console with the proper
EQ, which is sent to a cassette duplicat-
ing plant. We make a master lacquer,
either the normal way, which is with
plastic, or with our direct metal lathe,
where we actually cut a mother direct
ly into copper. So we're even further
along in the LP manufacturing chain
than we were even a few months ago.
For the compact disc we make a digital
copy, which is then edited together in
a very particular way for use by the
compact disc plant. If everything is
right in the world, they don't do any-
thing to it except transfer it straight
across, very mechanically. All the artis-
tic input we've done goes right on the
CD. We even determine the level of
the compact disc here. When we make
the compact disc, we make the digital
Sony PCM 1630 tape, where we very
carefully set the levels. If we are slop-
py, and don’t maximize the level, the
CD cannot sound as impressive. Why
would you not want to optimize the

dynamic range of the medium?”

With the much ballyhooed “death
of analog disc” allegedly on its way,
compact discs figure prominently into
what Ludwig does. In fact, many of the
projects that come across his console
are compact disc-only, often older rec
ords that are about to be released for
the first time on CD. “While there were
(import) CDs out on some of Bruce
Springsteen’s old records, CBS wasn't
happy with some of them, so they had
me go back to the original masters and
had me master his whole catalog,” he
says. “Any of the CDs that you buy that
are made in the US. plant are made
from those new masters. It’s really
been gratifying. I've done the whole
Journey catalog, also.

“For most records, like Bruce’s,” he
adds, “we went back to the original
masters. It took us a while to find some
of the tapes. They had none of the
equalization that was done on the al-
bum masters. Most of the records were
done long ago and mastering wasn't
up to the state-of-the-art that it is now.
There were no specialists in it back
then. We were able to make quite a
change. It's very involved and it's a
case by case situation as to what is the
best tape. In fact, mastering engineers
are among the best people in the
whole world to tell you what the best
source for a CD is. With Bruce, clearly
the original masters were far better
than the EQ tapes that CBS had on
their shelves. Oxide was falling off
some of those tapes.

“With some other product, some
times the tapes were not engineered
well to begin with. They may have
been engineered at extremely high
levels and oversaturated. Through the
years, those tapes have actually bulk
erased themselves. Safety copies, that
were made at more reasonable levels
sound better than the originals did.
You can’t make a blanket rule. Gener
ally, the best way to make a CD of
something old is to get the original
master tape, take it to the original facil-
ity that mastered it, get the best guy
there now, have them use the produc
er's old notes, and then, just as they
would today, take into account any
thing that might have been done just
for the record and cassette transfer.”

In a way, the death knell of the ana-
log disc saddens Ludwig. He maintains
they are exceedingly accurate. “They
have a wider response then compact
discs do. The response specification
of the cutting system is within 1 db
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FROM THE SAME OLD MICROPHONES

The drum set is a
new instrument:

With electronic percussion, sampled acoustic
sounds, special effects treatments, it's growing
into a more expressive, wider-ranging, harder-
driving instrument. But "old reliable” mics
and miking technigues don’t solve the problem
of integrating acoustic drums and cymbals
into this technically evolved context.

A new approach:

The Beyer Percussivn Mic Group — perfor-
mance-matched to every acoustic element of
the modern drum set. Discerning drummers
and engineers use these specially designed and
selected mics because they deliver truthful
drumset reproduction for sampling, recording
or live reinforcement. Every Beyer Percussion
Microphone is constructed to withstand the
physical punishment a drum set absorbs. Each
one is chosen for a particular combination of
critical performance characteristics.

Power

Dynamic range is the key te capturing the im-
pact of the drum. Beyer Percussion Mics like
the M 380 handle the extreme SPLs of close

miking without overload, yet capture the sub-
tleties of touch that distinguish a player’s
unigue style.

Speed

Percussive attacks test the entire system’s tran-
sient response. Like several Beyer Percussion
Mics, the M 422 has a small diaphragm for the

instantaneous response that produces a crisp,
well-defined sound.

Control

Isolation of individual drums and cymbals is
critical when a variety of microphones are used
on the drum set. Beyer Perussion Mics such

as the M 420 have tightly controlled polar pat-
terns. The 'top of the set’ snare and tom mics

also employ a precisely tailored frequency

response to minimize leakage from the bass
drum and floor tonts.

Character

More than any other factor, it’s what sets
acoustic drums (and drummers) apart from
the crowd. Beyer Percussion Mics like the

M 201 combine carefully regulated proximity
effects with precisely controlled polar patterns.
By varying placement and distance, you can
capture each drum’s character and personalize
the player’s sound.

Accurac

The drum set generates every frequency in the
audible spectrum. The extended frequency
response of the MC 713 condenser and the

other Beyer Percussion Mics accurately
reproduces all of them.

Get the whole story. More information on how drummers, engineers and other audio professionals can select and employ the Beyer Percussion Microphone Group
for optimum results is available in What Every Drummer Should Know About Miking Drums, a poster-size manual. It covers miike selection, tips for proper
placement, and presents a range of setups to accomodate every playing style (and every budget). For your copy, send $3.00 to: Beyer Dynamic Inc., 5-05 Burns

Avenue, Hicksville NY 11801.

ACCURACY IN AUDIO beyerdynamic))))

Canada: ELNOVA 4190 rue Sere, St. Laurent, Quebec, H4T 1A6

Tel. (514) 534169 33 Telex: 5824086

Germany: Eugen Beyer Elektrotechnische Fabrik GmbH & Co., Theresienstrasse 8,
Postfach 13 20, D-7100 Heilbronn Tel: (07131) 617-0 Telex: 728771
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Lewes, Sussex BN8 6JL  Tel. 0273-479411

Please send S.A.E. for your free Drum Mic Poster
Australia: Hi-Phon Distributors Pty. Ltd., Unit 1

356 A-358 Eastern Valley Way, Chatsworth NSW 2067



8 StepsTo Processing Perfection...
Introducing...

PF-8 POLYFRAME

Modular Single Rackspace
8 Channel Audio Processor.

Remarkable design, superior performance, the new
COT PF-8 Multifunction processor is available fully or
partially loaded
with any
combination

of:

» Compressor/Limiter

* Dynex

* Dual Threshold Gate

* Spectral Recovery System

* Parameter Variable
Crossover

* Mic Pre-amp

* Ratiometric De-esser

* Parametric Limiter

MANUFACTURED BY

DISTRIBUTED BY:

7] ] CIRCUIT DESIGN === FORWARD
L] Tecinoogy I B tecHnoLogiEs, INC.

26801 Richmond Road / Bedtord Heights, OH 44146 1756 Witwat Drive, Suite B / Norcross, GA 30093 / (404)449-0501

Circle #035 on Reader Service Card

CONGRATULATIONS

MIX

On Your Tenth Anniversary

From Your Friends
At

Quality
Service
Commitment

Circle #036 on Reader Service Card

56 MIX, AUGUST 1987

from 10 Hz to 25,000 Hz. If you are
playing it back with a calibrated car-
tridge on a good system, you will get
that kind of accuracy. I mean, the most
subtle changes, like the slightly higher
resolution between a butterfly 2-track
and an American 2-track is actually
translatable to a disc, and can be
discerned.”

Ludwig is quick to point out that,
despite this, both analog discs and cas-
settes require equalization; the RIAA
curve on LPs and the NAB and IDC
curve on cassettes. “There are two
kinds of equalization. One's artistic,
the other’s a mechanical equalization
curve, where, in the case of both tape
and disc, the low frequency is cut in
the record mode and the high frequen-
¢y is greatly boosted in the record
mode, just like Dolby, except that it’s
static. Just a constant high frequency
boost. In the disc, it's roughly 20 dB of
boost at 20,000 cycles. The bass is cut
commensurately. Ifyou didn’t have the
bass cut on the record, you wouldn't
be able to fit any amount of time onto
a disc. The grooves would be so ex-
tremely wide that it would just eat up
tons and tons of room. If you didn’t
have the high frequency boost, the
disc would be very noisy, because
you're cutting into an inherently noisy
material, plastic, or copper. The nega-
tive of that curve is in every playback
system in the world.

"Unlike compact discs, cassettes
and records both have high frequency
saturation problems. It's true that the
frequency response of a disc is flat at
ten cycles to 25,000 cycles and the
frequency response of the cassette is
God-knows-what. A CD is generally
equally flatat -60 dBto 0, full out. With
a disc, you run into high frequency
saturation problems where, once
you've reached a certain level, you can
not put the same amount of high fre
quencies on as you can bass.”

With the emphasis on high fidelity,
and the growth of audio technology,
Ludwig has become a very important
link in the chain that pulls a record
fromthe artist’s head to the consumer’s
home stereo. He sees this as his art
now. And besides, Ludwig laughingly
points out, “This is where all the state
of-the-art equipment is!” |

Hank Bordowitz is a NYC-based writ-
er, editor, and critic who cut bis teeth
in 8-track recording studios. He writes
Jor a muldtitude of mags, from Mix to
High Fidelity, and currently is editing
a new magazine, Rock Fever.
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WHAT A BUSINESS!

A Brief
Compendium
of Weird

Studio Sessions

Compiled by Blair Jackson

Jimmy Miller (Producer—Rolling
Stones, Traffic, Boomtown Rats, Jimmy
Cliff, etc., now working with Buddy
Guy, The Count, Matrix and others):
When the Stones initially recorded
“Sympathy for the Devil” [Olympic
Studios in London, 1968] it was being
filmed that night by Jean-Luc Godard,
the French filmmaker, and conse-
quently they had these lights all over
for the film crew and they had masking
paper so the light wouldn't be so sharp
and direct; it would diffuse the light to
make it softer. At one point during the
recording of the basic tracks I was in
the control booth, which has a glass
cut-out, so you can see the studio, but
only a certain area of it. You can't see
the ceiling, for example, from where 1
sat. ButI could see the Stones perform-
ing. Suddenly, in the middle of a take,
Mick’s at the mic and next thing he’s
running in one direction, Keith rips
his guitar off, throws it down and runs
in another direction, and I'm wonder-
ing what’s going on. Suddenly a sheet
of burning material comes crashing to
the floor. 1 walk out and it looks like
the whole ceiling is on fire. [Apparent-
ly the hot lights ignited the masking
paper.]

So there’s a big panic on. The film
guys are the first ones to leave. Big
heroes! Instead of filming it—"Let’s
get all this and sell it to the network
news”—they run; they're the first ones
out of the building. A few people ran
to get fire extinguishers, but Olympic
has a very high ceiling and the extin-
guishers only managed to go about a
foot from the ceiling and then back
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down. Eventually we gave up on that
and flooded the studio. The next thing
I know, people from the London Fire
Brigade are arriving and I'm standing
across the street thinking the studio is
burning down. And I suddenly remem-
ber I had a whole Traffic album that I'd
just finished mixing in the storage
room. So I had to go in and retrieve
that. The firemen are saying, “Sorry sir,
you can't go in there!” And I said “You
want to bet?” 1 ended up standing
across the street with the tapes in my
arms.

Fred Catero (Independent engineer—
Dylan, Dave Brubeck, Simon & Gar-
funkel, Leonard Cohen, etc.): When
we were recording the first Chicago
album—actually they were the Chica-
go Transit Authority then—in New
York in the late '60s, the guys in the
band pulled a great trick on me. They
said, “Fred, we want to record this
next one in the dark. We want all the
lights out, because we're going for a
certain mood and we really want to get
into the music.” So 1 said, “Sure, why

The Studio
Gets Hot

by Mr. Bonzai

When Ryan Recording made the
cover of Mixmagazine we knew we
were headed for Fat City. The years
of hard work had finally paid off. 1
arrived earlyat the studio, confident
that we would be booked solid for
years to come.

“"Hi, Layla, any calls yet?” I asked
cockily.

“Tons, Mr. Bonzai!" she answered
enthusiastically.

“Great. ..run them by me.” 1
took out my notepad and started
making a list of what kinds of cars
the staff would want for Christmas.

“Well, let's see,” she began, “John-
ny Terrific wants to get back into

not?” and I tumed out the lights. They
started playing and it sounded real
good. The tune ran about three or four
minutes; not a note was missed, every-
thing was fine. So at the end of the
tune I turned on the lights and looked
into the studio and they were all com-
pletely naked! Somehow they had
managed to remove all their clothing
while they were playing, and to this
day I have no idea howthey did it. The
drummer never missed a beat!

Stan Ross (Co-owner/engineer, Gold
Star Studios, LA.): Phil Spector always
did a lot of his work at Gold Star, even
through the '70s. In about ‘75 he was
in producing Dion and 1 was there
helping him out when [LA. Times
rock critic] Robert Hilburn brought
Bruce Springsteen into the control
room. This was at the height of Spring-
steen’s early popularity with Born to
Run. He was everywhere. But Phil
didn’t react at all. He was very busy,
didn’t even look up. When he’s work-
ing he's very animated. He motioned
toSpringsteen and said, “Here, sit next

the studio to finish up his latest
album. Oxxon Tape wants us to sign
a 25K a year purchase order. The
Mortician’s Union would like us to
donate some time for their annual
glee club album, Fuztek Labs wants
to show us their new digital fuzz
generator, and Orange Grove Junior
College wants us to hire one of their
students for free."

Itwasn'tthe jackpot I had expect-
ed, but at least we would be work-
ing again.

“"When does Terrific want to start
recording?” I asked.

“Noon.”

“Noon! Okay, get Eddie out of
the sack and tell him to tweak the
multi-track for elevated levels. . .
call the tape supplier, and order us
a case of bulk tape. (Johnny always
likes to do about 20 mixes per tune
and then listen to them in his mo-

—CONTINUED ON PAGE 166

Reprinted from the book Studio Life, published by Mix Publications, Inc.
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Performancc MIDI is designed for professional
audio engineers, professional musicians and
the serious enthusiast who demands the very most
from MIDI sequencing software.

Performance MIDI is the result of two years of
intense research and development. We asked pro-
fessionals what they needed in high performance
MIDI software. Their answers led us to incorpo-
rate the following features into Performance MIDI:

e can handle up to 15 megabytes of memory
(EMS) with PC AT

 will play up to 16 sequences on any disk
drive fully automated

e can send SysEx data for up to 16 MIDI
instruments automatically before playback

e will scroll music in playback while editing
events and phrases

In order to find out more about the unique
features of Performance MIDI and to order your
free demo diskette, call toll free 1-800-451-7973,
or in California 1-800-227-8218.

See for yourself how Performance MIDI is
“Beyond State of the Art,” the MIDI sequencing
software professionals prefer.

\
migi

CONCEPTS, INC.

7657 Winnetka Ave., Suite 327, Canoga Park, CA 91306

Circle #038 on/Reader Service Card




" It Should Sound Better

Bryston has always thought so. Their latest product, the 6B, is a
professional monaural power amplifier that can be switched between
bridged and parallel operation. With enormous current handling
capability, even in bridged mode, the 6B sets a new standard for
certain demanding monitor applications. Bridged, it delivers 500 watts
into 8 ohms, 800 watts into 4 ohms. In parallel it delivers 500 watts
into 2 ohms, 800 watts into 1 ohm. As with Bryston’s renowned 4B,
3B, and 2B-LP, the reliability and sound quality are superb.

There's more to an amplifier than a spec sheet—call Studio
Consultants to find out why Bryston is the only amplifier we sell,
and to discuss a demonstration in your facility.

AMS AudioFile, API, Audio Developments, Audio Digital,
Audio Kinetics, Bryston, Fostex Professional, Rane, Valley
People, Westlake, White—and other fine products.

321 West 44th Street, New York, NY 10036 (212) 586-7376

Equipment, support, and design services for professional
audio facilities and broadcasters.
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The sessions for “Sympathy for
the Devil” were “hot” for pro-
ducer Jimmy Miller.

to me ” Didn’t say another word for a
few minutes. Then, in the middle of a
take, he says, “Hold it, Hold it” and
stops the music. He turns to Spring-
steen and says, “If you wanted my
sound. why didn’t you askme?” [ think
he'd been waiting for that one for quite
a while.

David Rubinson (Former engineer
and producer—Santana, Herbie Han

cock, Pointer Sisters, etc.): This story
doesn't involve anyone famous, but it
gives a good insight into the music
business. When I was a young produc

erat CBS in New York, the custom was
to work until you drop. One night we'd
been working for many, many hours
straight—TI think it was on Time Has
Come Today by the Chambers Broth-
ers. We had worked until six or seven
in the morning and I was wrecked. So
rather than go home and then come
back for 2 10 a.m. session, I crashed in
the studio. I lay down on the couch
between the console and the window
in the studio, wrapped myself in the
blankets that were used to cover pi

anos, turned out the lights and fell
asleep. I must've been asleep about 45
minutes when 1 started having this
dream, and in this dream I was hearing
somebody singing with a big orches-
tra. 1 opened one eye and noticed that
alt the lights were on, but nobody
knows I'm there, because I’'m com:-
pletely covered. And there’s Streisand’s
“People” coming out of the speakers,
and there’s the girt who books time for
the control room with earphones on
singing over Streisand’s track! She had
gone to the engineer and said, “Look,
I'm a singer and I want to sing a song
like that. We'll go in at 8 a.m., put the
tapes up and no one will ever know!



ow to make a living as

a recording engineer.

t's no wonder that being a successful
recording engineer is so appealing.
In the magic environment of the
studio. today’s top engineers make a very
good living by knowing how to
' B, bring music to life.
L If you're serious about
" becoming an engineer
- ' whose services are con-
P stantly in demand by the
music industry. there’s
something you should
know. More than ever
. before. the hottest engineers
will be those with the skills of both a tech-
nician and a musician. And now there’s
one place where you can develop your
technical and musical awareness hand-
in- hand—at the acclaimed Grove School
of Music in Los Angeles.

Grove's new Recording Engineering
Program is an intensive one-year course
of study that gives you an exceptionally
well-rounded approach to making music
sound better. Grove instructors are work-
ing professionals based here in the enter-
tainment capital of the world, where
opportunities are at your doorstep in
more studios and concert halls than you'll
find anywhere else. Students from more
than 30 countries have found the Grove
School to be the most practical place to
launch their music careers.

1 e Meet the versatility challenge.
Every recording, mixing and sound rein-
forcement situation is different. That's
why the Grove program gives you such a
broad range of experience. getting you
comfortable engineering everything from
5-piece rock bands to 18-piece big bands
to 40-piece orchestras.

You'll work with a full spectrum of
acoustic to electronic music, from Top 40
to film and television scores. And you'll
learn sound reinforcement techniques for
a wide variety of live music applications.

Get consistent hands-on
e experience.

There’s no substitute for learning by
doing. So you'll regularly have projects
in Grove's two in-house studios, as well
as taking advantage of the program’s
ongoing access to state-of-the-art 24-
track facilities in the Los Angeles area.

To get the most from your time in the
studio, you'll cover your technical bases
with courses in acoustics. electronics,
studio installation and equipment main-
tenance. Youll also learn studio manage-
ment procedures to help prepare you for
the business end.

Hear music through a

e musician’s ears.
The most talented engineers are usually
musicians as well. The Grove program is
designed to insure that you'll understand
the music you're recording. and that you'l
he able to effectively communicate with
musicians on their own terms. Grove's
outstanding courses in eartraining,

harmony, sightreading and rhythm
section arranging will result in some
great advantages for you when you're
behind the board.

4’ e Prepare for related opportunities.
Successful engineers often expand their
careers into related fields like record pro-
duction and music video. Grove offers
professional workshops in both these
areas. as well as many others ranging
from Songwriting to Synthesizers to
Drum Machine Programming. You can
build these into a customized course of
study, and we'll help you tailor a
complete package to fit your personal
career goals.

5 o Get a competitive edge.
The Grove Engineering Program begins
each January and July. You may qualify
for financial aid. And if you're concerned
about getting a college degree, our
accredited courses can be part of your
B.A. in Commercial Music through our
affiliation with Laverne University.
So if you want to make a living
as an engineer. we'll send you
more information. Just send us
the coupon below to see how
you can get a competitive
edge, or call us at
(818) 985-0905.

Mail coupon to: Grove School of Music
12754 Ventura Boulevard
Studio City. California 91604

Please Print:

Name
Street
City

State Zip

Phone( )
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And I'll have a tape of me singing ‘Peo-
ple’ with these incredible backings
[which were the original masters, of
course].” Unfortunately she was not a
great singer, I'm afraid. I decided to
stay under the blankets and never re-
veal myself. What this story showed
me is that no matter what anybody’s
doing in show business, they probably
would really like tobe in show business.

George Martin (Producer—The Beat-
les, America, Jeff Beck, etc.): When we
came to the middle section of [The
Beatles’ “Being for the Benefit of Mr.
Kite"], we obviously had to go into
waltz-time, and John [Lennon] said he

wanted the music to “swirl up and
around” to give it a circus atmosphere.
As usual, having written a great song,
he said to me, “Do what you can with
it,” and walked away, leaving me to do
it. [After trying several different meth-
ods, including various organs] 1 found
the answer. I got together a lot of re-
cordings of old Victorian steam or-
gans—the type you hear playing on
carousels at county fairs—playing all
the traditional tunes, Sousa marches
and so on. But I clearly couldn't use
even a snatch of them that would be
identifiable; so I dubbed a few of the
records on tape, gave it to the engi-
neer and told him, “I'll take half a
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minute of that one, a minute and a4 half
of that one,” and so on.

“Then what do I do with them?” he
asked.

“You cut them into sections about a
foot long. Cut it up into little parcels
and don't be too careful about the
cuts.” Clearly thinking I had lost my
senses, he did, leaving me with a
bunch of pieces of tape one foot
long—about 60 in all. “Now what?”

“Fling them up in the air. Now pick
them up in whatever order they come
and stick them all together again.”

After he had laboriously stuck them
all together again, we played the tape
and I said, “That piece there’s a bit too
much like the original. Turn it around
the other way, backwards.” We went
on like that until the tape was a whole
amalgam of carousel noises, but mean-
ingless in musical terms because it
was composed of fragments of tunes
connected in a series of fractions of a
second. It was an unreal hodgepodge
of sound, but when it was added as a
background “wash” to the organ and
bass harmonica track we already had,
it did give an overall impression of
being a circus.

(Reprinted from Martin's Al You
Need is Ears, St. Martin’s Press)

George Massenburg (Producer/en-
gineer—Little Feat, Philip Glass, Linda
Ronstadt, Emmylou Harris & Dolly Par-
ton, etc.): [My most ridiculous session
was] with David Franks sometime in
the '60s. He was a poet and had written
some songs about pig slaughter and
we went to a slaughterhouse with a
Nagra. We edited the sound into a “fat-
back loop™ that the musicians played
along with. It’s easy to do now, but
back then it took a lot of editing and
work. At the session, he showed up
with handfuls of raw hamburger and
threw it all over the studio to give us
the right “ambience.” That was fairly
ridiculous.

(Reprinted from “Lunching With
Bonzai,” MixNov. '85)

Robert Missbach (Independent engi-
neer—Huey Lewis, Santana, Journey,
etc.): I can’t mention any names here,
but it was a pretty well known group. I
had a session one evening that started
off innocently enough. There was a
LinnDrum part on tape and it was play-
ing the right part, but it didn’'t have the
right sound. This was back in the days
before samplers. So the producer had
the drummer go out in the studio with



]

IS

BRYSTON POWER AMPLIFIERS
CONTINUE TO DEFINE THE STATE-OF-THE-ART
IN MUSICAL ACCURACY, LONG TERM RELIABILITY
AND PRODUCT INTEGRITY.

ryston design philosophy '
incorporates three ‘
general concepts. ‘
1. Musical accuracy I
2. Long term reliability
3. Product integrity \

~ MUSICAL ACCURACY

Musical accuracy is reflected |
throughout all Bryston power
amplifiers and includes the
necessity for wide-band transient
accuracy, open loop [inearity
ahead of closed loop specifications,
and power supply design as an
integral part of the overall sonic
and electrical performance of a
power amplifier.

We have found that a simple
carborn film resistor can contribute
more static distortion to a signal
than the entire remainder of the
amplifiers circuitry combined.

We discovered that some
parameters of transistors must be
controlled as much as 1000 times
more closely before their
contribution to audible distortion is
rendered negligible.

We discovered that under certain
actual conditions of speaker
loading amplifiers were incapable
of yielding high-power transients
without distortion.

Each of the various steps or stages

in every Bryston amplifier, from
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RFD *4, Berlin. Monpelier. Vermont 05602
(802) 223-6159

the input section to the output
section, without exception, are
designed to optimize the musical
expertence.

STANDARDS OF RELIABILITY

e consider this criterion
to be exceedingly
important. We have

applied techniques
and matenials in our everyday
construction of electronic
equipment more typically utilized
in the military and aerospace
industries.

All components used in Bryston
power amplifiers are specitied for
continuous duty at maximum
power, with typical safety margirs
of 250%.

The power transistors used in all
Bryston amplifiers are 100% tested
for safe operating area, both before
and after installation in the circuit.
They are then taken to a “burn-in”
table when they are given a
capacitor load, a square-wave
input signal, and set at slightly
under clipping for a period of 100
hours. During this time. the input
signal is cycled three hours on to
one hour off, to exert additional
thermal stress.

Following the burn-in period, the
amplifiers are monitored for DC
bias stability for approximately
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another full day. At this point,
they are returned to the test bench
for another complete checkout of
all operating parameters and
functions, at which time a test
sheet is made, and included in the
packing with the unit.

As may be seen, Bryston takes
very seriously the correct
functioning and long term
reliability of its products.

~ INTEGRITY

ryston contends that
the term ‘best’ should
apply to the honesty

pride and courage with
which we conduct our business, as
well as to the performance of our
products.

For this reason, you will not find
Bryston’s products being
cosmetically “updated” on a
regular basis merely in order to
keep the customer’s interest, in
something ‘new’. If we make a
change in the circuitry, it will be
because, and only because, it
yields a worthwhile performance
or reliability improvement.

We feel that regular sweeping
revisions to basic circuit design
(accompanied by revised jargon) to
be cynical marketing on the part
of the manufacturer and insulting
to the discerning customer.

In Canada:

MARKETING LTD

57 Westmare Dr.. Rexciale, Ontario, Canada M9V 3Y6
(416) 746-0300



areal bass drum and try to match, beat
for beat, this LinnDrum. A real simple
boom-pa-boom part, you know? It had
to be perfectly on the beat, but this guy
just could not get it quite right. This
went on for several hours and on into
the evening, past midnight. Around
two in the morning, one of the pro-
ducers and the engineer left. | was the
second on this and so I was still there
trying to punch this guy in. This is six
hours later! We've gone down, we've
done all the verse parts, then we go
back and punch all the choruses and
after that we decided we’d done the
choruses better so we went back and
tried the verses again. By the time we'd
gone through that again and were go-
ing to start on the choruses again, we
found that the tone of the drum had
changed because it had been kicked
so many times! The head had basically
gone dead. So now it’s four in the
morning and I decided to take a cigar-
ette break and I'm out in the hallway
and then I finally come back in and the
producer looks at me. The poor drum-
mer is completely exhausted and he
looks up at me and says, “This isn’t
working, is it?” And we scrubbed it,
after working ten hours on it.

Then, about a month later, in the

mail, we received a LinnDrum chip
with our names on it, which was a
combination of the LinnDrum and the
live drum that they finally used. They’d
pulled it off tapes, made a copy of it,
went to Linn with it and made a chip
for it, and that represented all those
hours. And frankly, the chip didn’t
sound very good, either.

Jim Gaines (Independent engineer

producer—Steve Miller, Huey Lewis,
Van Morrison, Neville Brothers, etc.):
One time, when we were working on
Huey Lewis’ Picture Thisalbum doing
vocals at the Automatt’s Studio C, Jour-
ney was cutting in Studio A, which was
right across the hall. We'd had prob-
lems in Studio B there because [Jour-
ney guitarist] Neal Schon’s amps were
sort of stacked up against a wall adjoin-
ing our studio and were bleeding into
our room. So we moved to C and start

ed doing some vocals when all of a
sudden we heard this ungodly sound
out in the hallway. I go out there and
they're shooting a damn shotgun in
the hallway for sound effects. So we
had to wait until they were done with
that one before we could get back to
our vocals because it sounded like can-
nonfire. It was like Journey was using

RECORD IN MIAMI'S BEST!

FREE
AIRFARE,
FREE

OCEANFRONT

RESORT-..

48-24 TRACK RECORDING

New NEVE "V" Series

Recording Console. For

the hottest LIVE sound

"Live Rooms”. Complete / ‘
video arena with editirg;.

Kitchen, loft, dining an
recreation. Ask for our

client list. Call Dawn. ¢ !;

Q@ of:

QUADRADIAL
RECORDING STUDIO

14203 N.E. 18th Ave,
N. Miomi, Florido 33181

-
-

o

<%=

8 =
v Call Now

= 305-940-7971

*Limited Time Offer, restrictions apply.

Circle #045 on Reader Service Card

64 MIX, AUGUST 1987

three studios at once.

Another weird one was my one
Grateful Dead session in the early *70s.
I'was working at [Wally] Heider’s [in
SF] doing two or three sessions a day.
The office gave me a setup of how the
Dead wanted their guitars and mics
and all and so 1 set up the room for
them. When it comes time for the ses-
sion, their road manager comes to me
and says, “Take down all those micro-
phones. The band’s not coming today.”
So I'took down the microphones, and
in through the back door comes two
giant tanks of nitrous oxide with about
12 spigots on them. He says, “Go get a
record player,” so I got one and my
one Grateful Dead session became
playing the Dead’s last two records
again and again into the studio while
the road crew and their old ladies got
high! That went on about six hours
and cost them about $600. It was their
studio time, though.

Elliot Mazer (Producer—Janis Joplin,
Neil Young, The Last Waltz, Dream Syn-
dicate, etc.): This is about John Simon
recording the song “Turtle Blues” for
Big Brother’s Cheap Thrillsalbum [co-
produced by Mazer]. For some reason,
Simon thought the song lacked some
emotion; there was something they
couldn’t get from guitar, voice and pi-
ano. So to make the song more ex-
citing he decided to record the ambi-
ence of a bar. So Janis [Joplin] and
[guitarist] James Gurley take a little
portable cassette machine, which in
1968 was very rare—I think it was a
Norelco probably—go to Barney’s
Beanery, and sitat the bar. Janis picksa
fight with a patron at the bar and re-
cords the fight on the cassette ma-
chine. They leave intact, go back and
putiton the 8-track, and it still doesn’t
sound quite right. Simon then goes
and orders a bunch of cocktail glasses
from the CBS commissary and then
they smash them all on the studio floor
and record that. And that’s the record.
Sounds pretty good, too.

(Producers! Engineers! Musicians! Do
you have any strange anecdotes you’d
like to share with Mix’sreaders? Write
to Mix/Weird Sessions, 2608 Ninth St.,
Berkeley, CA 94710. ]

Mix managing editor Blair Jackson’s
strangest studio experience to date was
interviewing Rick James at the old Rec-
ord Plant in Sausalito. “Trust me. You
bad to be there.”



The N/D357 dynamic mic is about power
and sound. You've never used a microphone
like the N/D357 unless you've used the N/D357,
period! It's one of a series of 6 powerful new
N/DYM microphones from Electro-Voice. All
of them are unique in engineering, materials,
configuration, and sound output.

On stage, the 357’s powerful N/DYM
magnet, oversized diaphragm and uniquely
engineered housing deliver crisp lead and back-
ground vocals with minimal handling noise and
virtually no feedback problems. Doubling as a
general-purpose reinforcement microphone,

the 357 reproduces drums, guitar cabinets and
horns with clean, well-defined accuracy.
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and at your next concert or gig. The N/D357 will
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(Lto R) Charlie Sheen, Corey Glover, Chris Pedersen, Willem Dafoe,
Forrest Whittiaker and Keith David.

Oscar-winning Production Recordist Simon
Kaye Talks About Capturing the Sounds of War

by Nicholas Pasquariello

More than a year ago British pro-
duction recordist Simon Kaye
gota call in Londor from an American
production company he had never
worked for before, Hemdale Produc
tions, inquiring if he would be inter-
ested in working on a Vietnam war
film called Platoon. “1was excited and
thrilled by the call and asked ‘Why
me? " says Kaye.

The call had come just a few weeks
before production was to start. “I didn’t
get out to the Philippines until about
four days before we were about to
start shooting,” Kaye says. “It was tight-
er than I would have liked.” Perhaps
the considerable challenge of the shoot
was evident from the start. “One ofthe

biggest problems when I got there
was that my equipment that came from
England was held in bond in customs
for rather a long time.” So long that
Kaye missed the first shot on Platoon.

Kaye was the only Englishman who
headed a production department on
the crew of Platoon, which may be
part of the reason he was so surprised
to get the unsolicited call to work from
the States. The assignment, though,
had a major hitch: he was not allowed
to bring his own boom man-—a regular
part of any location recordist’s team—
probably because of the film’s relative-
ly modest budget (about $10 million).

In 1962, Kaye was doing film sound
work for the Rank Organization at Pine-
wood Studios outside of London.
There followed assignments on two of

“On a war film, when
you have people with
webbing and packs
rubbing together, it’s
impossible to put mics
on the body. I used
radio mics taped into
helmets: that way you
don’t have body rustle.”
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New Carver Amps

for permanent
installation, studio,
and concert use.

PM-175 and PM-350.

NOW THAT THE CARVER PM-1.5 IS PROFESSIONALLY SUCCESSFUL,
IT’S STARTED A FAMILY. INTRODUCING THE NEW CARVER PM-175
AND PM-350.

Month after month on demanding tours like Bruce Spring-
steen’s and Michael Jackson's, night after night in sweltering
bars and clubs, the Carver PM-1.5 has proven itself. Now there
are two more Carver Professional Amplifiers which deliver
equally high performance and sound quality — plus some re-
markable new features that can make your life even easier.

SERIOUS OUTPUT. The new PM-175 delivers 250 watfts RMS per
channel into 4 ohms. As much as 500 watts RMS into 8 ohms
bridged mode. The larger PM-350 is rated at 450 watts per
channel into 4 ohms. Up to a whopping 900 watts in 8 ohm
bridged mode. Both with less than 0.5% THD full bandwidth at
any level right up to clipping. Plus 2 ohm capability as well.

SERIOUS PROTECTION. Like the PM-1.5, both new amplifiers have
no less than five special protection circuits including sophisti-
cated fault interruption against dead shorts, non-musical high
frequency, and DC offset
protection, as well as low
level internal power supply
fault and thermal overload
safeguards. The result is an ~ ~
amplifier which is kind to
your expensive drivers —as
well as to itself.

OUTBOARD GOES INBOARD.
Each PM-175 and PM-350
has an internal circuit card
bay which accepts Carver’s
new plug-in signal process-

e

TONMVR

CARVER

ing modules. Soon to be available is an electronic, program-
mable 2-way stereo crossover, with 24 dB per octave Linkwitz-
Reilly phase -aligned circuitry, a built-in adjustable high-end
limiter and balanced outputs. And more modules will be avail-
able in the near future to further help you streamline your system.

PRO FROM CONCEPTION. The PM-175 and PM-350 inherited their
father's best features. Including slow startup and input muting to
eliminate turn-on current surge, 11-detent level controls, phone
jacks, power, signal, clipping and protection indicators as well

as balanced XLR input connectors. In a bridged mode, both
amplifiers will drive 70-volt lines without the need for external
transformers.

MEET THE FAMILY AT YOUR CARVER DEALER. All remarkable Carver
Professional Amglifiers await your own unique applications. Hear
their accuracy and appreciate their performance soon.

SPECIFICATIONS: CARVER PM-175 Power: 8 ohms, 175 w/channel 20-20kHz both channels driven
with no more than 0.5% THD. 4 ohms, 250 w/channel 20-20kHz both channels driven with ng more
than 0.5% THD. 2 ohms 300 w/channel 20-20kHz both channeis driven with no more than 0.5% THD
Brid mg 500 watts into 8 shms; 400 watts into 16 ohms, THD-less than 0.5% at anyﬁwer level from
20 mW to clipping. IM Distertion less than 0.1% SMPTE. Frequency Bandwidth 5Hz-80kHz. Gain:

dB. Input Sensitivity: 1.5 V rms. Damping
200 at 1kHz. Slew rate: 25V/ micro second.
Noise: Better than 115 dB below 175 watts
A-weighted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Impedance: 15k
ohm each IeﬁwCom tible with 25V and 70V
systems. 19"Wx 3.5"H x11.56"D
SPECIFICATIONS: CARVER PM-350 Power
8 ohms, 350 w/channel 20-20kHz both
channels driven with no more than 0.5%
THD. 4 ohms, 450 w/channel 20-20kHz
both channels driven with no more than
0.5% THD. 2 chms 450 w/channel 20-20kHz
both channels driven with no more than 0.5%
THD. Bridging: 900 watts into 8 chms: 750
watts into 16 ohms. THD-less than 0.5% at
any power level from 20 mW to clipping. IM
Distortion less than 0.1% SMPTE. Frequency
Bandwidth: 5Hz-80kHz, Gain: 31dB, Input
Sensitivity: 1.5 V rms. Damping: 200 at
1kHz. Slew rate: 25V/micro second. Noise
Better than 115 dB below 350 watts,
A-weighted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Im| nce: 15k
ohm each Ie%{Com tible with 25V and 77V
systems. 19"Wx3.5"Hx11.56"D

« Powerful  Reliable » Versatile » Stackable « Rugged ¢ Easy to Install e
Compact e Lightweight « Cool Operation « Bridgeable « Quiet o
Affordable « Multi-Function Protection « Superb Sound

/
g 4 PO Box 1237 Lynrwond, WA 98046
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Nobody gives you
more sound forless
than Sam Ash.

You‘ll find everything you need to make music at Sam
Ash at consistently low prices. It's a fact that Sam Ash has
been filling America’s playing and recording needs for
more that 60 years. So whatever your needs may be,
you'll find that the helpful and expert people at Sam Ash
will bring music to your ears.

YOUR SOURCE FOR MUSIC AND SOUND

Call Toll Free: 1-800-4-SAM-ASH
OR 1-718-347-7757
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124 FULTON AVENUE HEMPSTEAD, NY 11550 MUSIC ST(")ii-l';.S

Complete Disc Cutting Services
Analog and Digital Sub Masters for:
Compact Discs
Cassette Duplication

Mastering Engineers:
Bernie Grundman - Brian Gardner - Chris Bellman

\ \
6054 Sunset Bivd., Hollywood, CA 90028 (213) 465-6264

Circle #049 on Reader Service Card

68 MIX, AUGUST 1987

“Ghandi is one of
my proudest sound-

tracks. The demands
were enormous.”’

the better produced British TV series,
The Avengers (40 episodes) and Hu-
man Jungle. Since then he has been
location recordist for a good many of
the major European and American di-
rectors currently producing theatrical
features. His credits number no fewer
than 31 theatrical films since 1967, four
British Academy Award nominations,
two American Academy Award nomi-
nations, two British Academy Awards
and one American Academy Award.
(Among his best-known films are Lion
in Winter, Roman Polanski’s Macbeth;
Sunday Bloody Sunday, The Three
Musketeers, Royal Flash, Jesus of Naza-
reth, Reds, A Bridge Too Far, Gandbi
and Indiana Jones and the Temple of
Doom.)

This interview was conducted the
day before Kaye received his Ameri-
can Academy Award for Best Sound on
Platoon. Asked what he thought his
chances of winning were, he respond-
ed, “I'm always pessimistic about these
things. It's my third attempt [at the
American Academy Award]. But peo-
ple say things go in threes.”

Mix: What were the special require-
ments of recording location sounds
for the movie Platoon?

Kaye: Because Oliver [Stone, direc-
tor] was so desperate to have his film
as natural as possible, he was insistent
that explosions and gunfire and any-
thing that was part of the scene, wher

ever possible, would actually be going
on while we were shooting the dialog.
From the point of view of perform

ance, he felt it was necessary to the
other actors that they knew what was
going on offstage. 1 had to battle on
those occasions, because if the actors
were not in vision of the camera, I had
to try to convince him that they should
not be on the soundtrack. Of course,
those occasions become slightly heat-
ed at times because there are two con-
flicting views there: you have the direc-
tor’'s view and then you have the




soundman’s view. We managed to
make it work because we had an ar-
rangement: he trusted me, I trusted
his requirements. And we then at-
tempted to get the best of both worlds.

The film was quite difficult from the
point of view of having to shoot live
dialog and also have guns and explo-
sions going on at the same time. And
on those occasions I sometimes had
to mix the mics that I was using be-
cause if 1 was able to pot down the
condenser mic that T usually use for
the dialog, I would then bring up a
dynamic mic for the explosion. And
then I was able to hold them. Other-
wise, to try to record an explosion or
gunfire—depending on its velocity—
you may have a lot of problems with a
condenser microphone.

Mix: Were you switching off from one
mic to the other?

Kaye: | was mixing, yes. All of our
actual effects were recorded on a ster-
eo Nagra. My original dialog recording
was all done on a monaural Nagra.

Mix: What mics were you using?
Kaye: AKG condenser mics for the
dialog and AKG dynamics for the
explosions.

Mix: What sounds did you record on
location in the Philippines?

Kaye: Needless to say the jungle
sounds were readily available. But
there were also village sounds, sounds
of children and general atmosphere
for that sort of terrain. Those sorts of
things are all needed ultimately. And
then, of course, the major parts of the
film, since it’s a war picture: the move-
ments through the jungle and whatev-
er vehicles are available. I recorded as
many soundtracks of those as I pos-
sibly could. 1 always shoot direct
[sync] sound on everything, even if
the soundtrack is going to be remade
later. Purely from an editing point of

“I always shoot
direct sync sound
on everything, even
if the soundtrack
is going to be
remade later.”

view, it’s very boring not to have any
sort of soundtrack to edit with.

And then as far as gunshots and the
AK-47s and all the various armaments
for the film, of course we were shoot
ing with blanks when we were actually
filming, but then I had someone
brought over from England to go off
for two weeks to record quite a lot of
available live ammunition. Unfortu-
nately, that didn’t work out in its en
tirety. They only gave us permission to
shoot on firing ranges, and inevitably
while we were on the firing range, the
local army was also there so we had a

certain amount of interference from
extraneous noise that we didn’t par-
ticularly want.

A war picture is not an easy picture
to handle. Also, don’t forget we had a
lot of Filipinos on the crew, who were
all marvelous, but there were certain
language barriers. They don’t have the
Western energy, if you like, of Ameri-
can and British technicians. We work
very long hours at a pretty high pace.
The Eastern countries, I find, probably
because of the heat, probably because
there’s “always manana,” don’t have
the same sort of attitude of being able

Shure is the sound of the
professionals...worldwide.
Herbie Hancock proves it
again—live and in the stu-
dio—with two Shure SM91
microphones placed under
the strings of his grand
piano. Listen to Herbie's
piano on the 'Round Mid-
night soundtrack and
you're listening to Shure
SM9I microphones.

Whether you've already
made it, or you're still on
the way up, choose the
mics the great artists
choose—Shure. Built to the
highest standards of relia-
bility and performance.
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to rush around in that sort of climate.
The temperature was about 100 de-
grees plus about 90% humidity.

Mix: Did you communicate with the
post-production crew before you be-
gan shooting?
Kaye: No, because those sort of peo-
ple are not even on the payroll, they've
not even been chosen at that point.
Sometimes they are. Although in this
case we knew who the [supervising]
sound editor was going to be—Gor
don Daniel. He was not available, and
he was not engaged on the film until
after we'd finished shooting. So he just
had to deal with the material that I
presented him with. I did have a con
versation with him before we finished
shooting because I decided that there
was no way that I wanted to leave the
Philippines with big gaps in the sound-
track, namely, explosives and gunfire.
Lalso had numerous discussions with
the picture editor, Claire Simpson, who
was on location with us.

Strangely enough I think what tends
to happen with some of us sound men
is that we take on whatever sort of role

“The editors told
me that there was
absolutely no
looping on the
film. All my dialog
production sound
was used. All of
the dialog tracks
used in the final
track were
recorded live in
sync on location.”

we decide we want to take on. My
interest is the final soundtrack. And in
some cases 1 know that some people
are mainly conscious of what they have
to do on each particular day and just
fulfill that function.

Mix: But you tend to think ofyour role
as wider than that?

Kaye: [ tend to take full responsibility
or like to take full responsibility.

Mix: Have you a sense of how much
of the final soundtrack was originally
recorded on location versus added
later in post-production?

Kaye: The editors told me that there
was absolutely no looping on the film.
All my dialog production sound was
used. All of the dialog tracks used in
the final track were recorded live in
sync on location.

Mix: Some production recordists
participate in various stages of the
post-production process such as
ADR. Did you?

Kaye: No, because in this particular
instance we left the film in the Philip

“MA DE-TO-ORDER” RECORDING STUDIOS

Modular, prefabricated, acoustically isolated studios from
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facilities needs of the recording industry. Why?
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=\
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pines, 1 went to London and they
brought the film to LA. And there was
noway that I was available—other than
by telephone—to be of assistance be-
cause I then immediately went on to
the [Richard] Attenborough film
[ Making Trouble] and we then went
on to Africa.

Mix: What was the most challenging
aspect of doing location recording on
Platoon?

Kaye: | suppose not having one’s own
crew initially is slightly more demand-
ing, because however good they are,
you always feel that perhaps you ought
to be looking over their shoulder to
make sure they are going about it in
the right way. I feel when I have my
own crew with me I'm able torelax so
I can perhaps stroll away from the set
and have a cup of coffee without being
concerned about what's going on back
onthe set. In this case, once I realized
that my boom man was absolutely mar

velous, 1 didn’t have those sort of
worries.

In addition, there is a lot of dialog
which is of paramount importance to
get over as cleanly as possible. Trying
on occasion to work when you some:
times have widish angle lenses obvi-
ously is a problem as far as getting the
boom in the right position. I devised a
system in 1976 when I was doing 4
Bridge Too Far, which was also a war
film, to use radio mics I taped into the
helmets, wired to a transmitter. And
that way you don’t have body rustle or
movement. And of course on a war
film, when you have people with web-
bing and packs that are all rubbing
together, I find it’s pretty impossible
to put a mic on the body.

Mix: What kind of microphones were
those?

Kaye: They are the small electrets that
we call “Trams.”

Mix: Did you have any problems with
them?

Kaye: The only problem occurs when
the actor wants to take his helmet off.
If you have someone in the middle of
a scene who wants to take his helmet
offandyou can’t wire him up then you
have to think of an alternative. I must
say, Tom Berringer [one of the film’s
stars] was absolutely marvelous. He
loved the idea. All he did was hand us
his helmet, we put his mic and cable
into it, we put his transmitter into one

AUTOMATION ... NATURALLY

Adding automation to a mixing console has never been easier.
7 Using automation has never been more natural.
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of his backpacks and we never had to
fiddle with him. I think one of the
problems with radio mics is that you
have to fiddle with the actors and it
can become very distracting for them.
The beauty of putting the radio mic
into a helmet is that when you swing
your head from side to side you're
actually taking the mic with you soyou
don’t have any loss. What happens if
you've got a microphone in a fixed
position on the body and you swing
your head from left to right is you go
through the good pickup areaand then
out of it. So from that point of view
you're able to keep a much more con-
tinuously acceptable soundtrack.

Mix: Did you have helmet mics on all
of the main actors?

Kaye: Only as and when required. I
evaluate scene by scene, I don't say,
“Well, this is how we're going to shoot
the film from the word go.” 1 watch a
rehearsal and decide how we can get
the best possible soundtrack. The
main reason for going into helmet mic
mode in the first place is either be-
cause of heavy background noise or
because the width of the camera lens
won't enable the boom to be where
you want it. In many cases, we were
able to get into a reasonably good mic
position and consequently avoided the
necessity for the radio mics.

Mix: How much of the dialog was
recorded using radio mics compared
to a boom mic?

Kaye: Minimal. Itried desperately not
to use radio mics. If I had to put a
percentage on it  would save 5%. They
will not help you a great deal if you've
got someone firing guns and playing
dialog at the same time. The mic is
going to be on top of the gunfire, as is
anopen mic. So the only thing you can
do is evaluate which mic is going to
get you the best possible dialog pick-
up and go for it.

Mix: Were there instances when Stone
was willing to sacrifice the background
sounds for the dialog during sync
recording?

Kaye: We were never so bold asto say
we were going to “sacrifice.” Even in
recording the heavy rain sequences—
which were extremely difficult to cope
with in themselves—the major prob-
lems did not arise from recording the
rain sounds themselves, but from the
fact that the rain had to be pumped by

a fire engine, and for that you have to
use heavy pumps, so you have me-
chanical noise to try to hide. What we
tried to do in those instances was to
get those pumps as far away from the
set as possible, baffle them as much as
possible and get the mic pickup as
close to the dialog as we possibly
could.

Although before we started shoot-
ing I was very concerned about the
rain sequencesa lot of them were final-
ly done with sync sound.

Oliver never really said, “Let’s sacri-
fice.” On one or two occasions he said
to me, “Look, I'd really like to bring a
helicopter in the back of this shot; is it
going to murder you?” And I said, “1
don’t think you should suffer. I think
we should go for that because it’s vis-
ually a very good effect. Let’s go for it
and we'll re-record the dialog.” He
gave me the option. I could have said,
“No, let’s go for this dialog and I'll put
asoundtrack ofa helicopter on stage.”
But it was much more agreeable pic-
torially to see the helicopter.”

Mix: Is it fair to assume that there
were occasions when you were not
given an option?

Kaye: There were occasions when
there was gunfire and explosions,
some of which were in picture and
some of which by necessity had to be
offstage for effect. Some of those ex-
plosions gave us a visual effect as well:
they either lighted up the sky or they
lighted up the faces of the actors. And
on those occasions we had to accept
that they were going to interfere with
the soundtrack.

Mix: What film has been your most
challenging picture?

Kaye: Probably Gandbi, which is also
one of my proudest soundtracks. The
demands were enormous, mostly be-
cause of the extraneous noise, most of
which we didn’t want on the original
soundtrack. It’s very difficult when
you're confronted with a question like
that. I can go way back to A Lion in
Winter, which we shot in 1968. We did
not loop one word of dialog. I've done
thata couple of times. We worked very,
very hard. It was a period film: 11th or
12th century.

Mix: Where was it shot?

Kaye: We shot a lot of it in Ireland on
a stage and on location and about 40%
in monasteries in the south of France.




Mix: To what would you attribute such
successful sync location recording?
Kaye: | think the actors to a great
degree. They were so orchestrated in
their dialog that even if we had to
replace their soundtrack—and we did
it immediately afterward—they were
ableto replay their scenes without any
problems. The director [Anthony Har-
vey] also was adamant that we didn't
loop.

Mix: 1 wonder if some of the credit
might be attributed to the fact that you
were often shooting in quiet mona-
steries.

Kaye: Well, no, because in those situa-
tions the echo was quite great. 1 did
another film [Abdication] with the
same director, again in those sorts of
conditions in ltaly: very high, very
long, stone and marble rooms. The
amount of echo was unbelievable to
the degree that the actors literally
could not pick up a cue from each
other. And what 1 had to do was to
devise a canopy, which had four ex-
tendable legs which I brought up and
over the action. 1 also made a rolling

“Because Oliver [Stone] was so
desperate to have his film as natu-
ral as possible, he was insjstent that
explosions and gunfire would
actually be going on while we

were shooting the dialog.”

baffle, which was 20 or 30 feet high, to
reduce the length of the room. So we
put that behind the actors. We got rid
ofalot of echo by putting bulk into the
room. The baffles that I usually use are
made out of fiber egg trays. I have
these stuck to two pieces of material
that are eight feet by four feet; both
faces are covered by egg trays that are

are brought into the set and used to
baffle off extraneous noise, or in some
cases to deaden the sound in a particu-
larly live room. But this type of solu-
tion only works in situations where we
are filming rather constrained action. Il

Nicholas Pasquariello is a freelance
writer and filmmaker based in San
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Tine At of

NEGOTIATION

by Dr. Eugene L. Mendonsa

hat do you and Ronald Rea-

gan and Kareem Abdul Jabar

have in common? Whether you

know it or not, you're all negotiators.

You negotiate in both your personal

and working life just about every day.

And while you may not be negotiating

for a unilateral reduction in ballistic

missiles or a multi-million dollar two-

year contract, you can stitt use some of

the tactics and strategies common to
professional negotiators.

“We use our price list as a starting
point,” says Chris Stone, president and
founder of the highly successful Rec-
ord Plant Studios based in Los Angeles.
Since 1967, the Record Plant has grown
continuously and has just recently add-
ed two new studios in the post-produc-
tion area of Hollywood to work on
records and film scoring. The company
also uses two remote trucks that do
some of the biggest live TV shows, like
the Jerry Lewis Telethon, the Grammys
and the Academy Awards. Stone has
seen a little bit of everything in the
past 20 years in the recording business,
and says that negotiating a deal is a
littte bit like buying a car.

“It's kind of like the sticker price on
a car. That’s where you begin, but that's
never what you pay,” he says. “That
will change depending on the kind of
services you're providing and the cli
ent. Let’s say Bruce Springsteen walks
through the door and tells you he
wants a day. Because it’s Springsteen
and because he spends months at a
time in the studio you may just give
him that day. On the other hand, ifit's
John Doe that walks in the door, he'll
pay the sheet price.”

David Porter is an aggressive studio
entrepreneur and the owner of six Mu-
sic Annex Studios in the San Francisco
Bay Area. He basically agrees with
Stone’s ideas on negotiating. “Do 1
negotiate my card rates? [ guess every-
body does, but they probably won't
admit it. Asmall two-hour session with
an ad agency is not negotiable,” says
Porter. “They come in, do their work,
and pay the card rate. But let’s say it’s a
25-hour project. We know what the
competition is charging and we’ll bid
the job based on the number of hours,
the times they're taking, the engineers
I'm supplying, the room they want, all
those factors.

“Let’s say it’s an album project. When
the producer has pretty much decided
that they want to record at your studios
and work with you, then it becomes a
matter of them beating on you for

Dr. Eugene L. Mendonsa
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price. They might say, ‘Well, look, 1
really want to do it at your studio, but
XYZ studio is going to give it to us for
less money." This happens all the
time.”

Cottage Industries

There is a real diversity of individ-
ual businesses that are lumped togeth-
er into the category of “the recording
industry.” According to Stone, “There
are some people who only do radio
jingles and some who only do sound
for audio-visual presentations. There
are some people who only do film
mixing and some who only do rec-
ords, etc., etc. Each little industry has
its own deal. For example, in high
speed tape duplication, which is some-
times done in a recording studio, it’s
contract work. You go out like any
manufacturer and bid against your
competition and get a contract to pro-
duce a minimum of so many cassettes
per week.”

Joe Chiccarelli is a Hollywood-based
engineer and producer who has work-
ed with people like Pat Benatar, Qingo
Boingo, Stan Ridgway and Robert Pep-
per. As an independent contractor,
Chiccarelli is usually given a certain
budget to complete an album. “Let’s
say I decide that an album is going to
take 450 hours to complete. I might
figure that it’s going to take 150 hours
to do my mixing, 100 hours to do my
tracking, and 200 hours to do my over-
dubbing. So then I'tl work out a deal
with one or more studios to fit that
into my budget. I wouldn’t just goto a
studio for price, but certainly when
you're talking about a fow budget al
bum, it’s a prime consideration.

“If you're doing an album out of




Creatures of
the Species

There are six general types of ne-
gotiators: Jungle Fighters, Dictators,
Silhouettes, Guardians, Soothers
and Win-Winners. Which one are
you? Let’s look at each one, and see
what characteristics you can identify
in yourself and in your opponents.
How does your style interact with
that of your counterparts? What ad-
justments must you make when fac-
ing different types of negotiators?

Jungle Fighters

Jungle Fighters are the most dan-
gerous negotiators of all. They’re a
brassy, razzle-dazzle lot, enraptured
with their own theatrics, flaunting a
dress and manner that draws the
attention they crave. They usually
speak loudly and grandiosely. They
thrive on conflict—if there is none,
they will create it. Their creativity
and talents are enlisted almost en-
tirely in the service of their ambi-
tions. They demean others into sub-
mission. They send double messag-
es, use monologues and try to talk
circles around you, or change their
strategy from one second to the
next—anything to catch you off
guard or anesthetize your senses.
They are the ultimate “con artists,”
promising the moon and deliver-
ing little.

Dictators
Dictators are also win-losers, like
Jungle Fighters. They are obsessed
with the acquisition and retention
of control. But they almost never
exercise their temper like a jungle
fighter. Their explosions, when they
do come, are controlled and for ef-
fect, but they usually use their intel-
lect before they use their fists. They
parry and thrust, but they rarely
draw blood. They don't feel obliged
to destroy you. On the contrary, they
need you. What's a Dictator without
subjects to rule? Dictators are low-
key, restrained, spare and cool.
Their uniform is the dress that is
prescribed for success— whatever
that may be. Their expressions are
economical: a stare, a raised eye-
brow, a set mouth, a small ripple of
muscle inthe cheek, and an almost
"CONTINUED ON PAGE 79

OUTPERFORMING THE REST

Why are Audix microphones quietly making their way into the hands of
discriminating musicians, performing artists and pro sound companies?

Because Audix microphones are known for sonic quality,
unsurpassed noise rejection, excellent frequency
response, and better construction and durability than
other comparably (and higher) priced mics.
QOur “VLM" capsule technology has earned a
reputation for providing the lowest handling noise
and the highest gain before feedback inthe
most critical live concert applications.
From the handcrafted quality of our
professional microphones to the
unprecedented performance of our

true diversity wireless system,

we encourage you to compare and

hear the difference. Write or call

us for information or visitan

authorized Audix dealer near you

NEW!RX-1True Diversity Wireless for
vocal and instruments.

By LR o

Suggested List Price
OM1 -$22500
OM2 - $i89.00

UD 300 - $159.00

< TASC ,
—F— AT TR TR S Pt b . P . 3 e
D Sl 58 £ > 4 - - 4 -~ - A 5 e N ~ ™

~Equi ,pmenngafes. |
Factor, 'named Service. ‘
Studio Design. ‘
7 Calt us“ormmte fot our cdmpiete*lme card.

160212670600 T |

\

e o L S¥ A AW

ma UdioVideo

ional A
IIII l"\N"“LP ofession

vl

'l
iii..l

2641 EAST McDOWELL PHOENIX, ARIZONA 85008

Circle #058 on Reader Sewice Card

AUGUST 1987, MIX 7%



-FROM PAGE 74, NEGOTIATION

town, a studio might say, ‘Look, pay
the full price and we'll put up the band
for two weeks,” or something like that.
I never sign a contract with the studio
itself, but I'm always signing contracts
with the record company or the pro-
duction company or the group’s mana-
ger. There would have to be a deal
struck for my time, royalties, credits
and everything else.

Adds Stone, “The key thing to re-
member about the music and film re
cording industry is that everything is
done verbally. IU's a very old-fashioned
kind of negotiating. I'll get on the
phone with a producer or a label, for

example, and we will cut a deal for X
amount of time for an artist at Y price
that includes Z equipment. It will all
be done on the telephone and it will
never be confirmed in writing. Yet each
of us knows what the deal is and each
of us has taken notes, and God help
the man who doesn't live up to that
agreement. You dre definitely, positive-
ly a product of your reputation in this
business.

I’s Your Job

Regardless of what particular aspect
of the recording industry you're in-
volved with, there are a lot of things
you can do to help make your next
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negotiating session a successful one.

The next time someone tells you
they're going to go to one of your
competitors who is cheaper, ask your-
selfhow much truth there isto it. If the
buyer says it and you take it to be true,
then he gains leverage on you. Rather,
take it as a negotiating ploy—profes-
sional negotiators refer to it as using
the competition to gain an advantage.
I’'s a buyer's tactic that’s as old as the
hills. Remember, it’s the buyer’s job to
make such remarks, and it’s your job
to not get taken in. Don’t overreact,
and most importantly, go slowly. Get
out of the habit of trying to make snap
decisions constantly, even when you
don't have to. Snails are stars in the
negotiating business.

Tell the buyer that you simply can't
reduce the price. If he persists, tell
him no again and again. Persistence is
a good negotiating trait—good old
stick-to-it-iveness. If the buyer contin-
ues to pressure you, tell him that you
have to get clearance from an operat-
ing committee. If you don't have a
committee, make one up. Anything to
give you some time to rethink the situ-
ation and come up with some alterna-
tives. If you absolutely must make a
concession in price, tie a string to it.
Never, ever make a concession without
asking for something in return. You
might say, “All right, we can lower the
price if you'll work evenings or switch
weeks with Springsteen.”

Proper Timing, Setting and
Physical Arrangements

A good negotiator knows himself.
What's your biorhythm? Are you at your
best in the morning, afterncon or late
atnight? Are you ready to go first thing
Monday morning, or still reving your
engine at 4 p.m. on Friday afternoon?
Generally speaking, the other party
will probably be less sharp on Monday
and Friday during the late afternoon. If
you know your own peak times and
these general tendencies, you can stra-
tegically schedule the meetings to
your advantage.

Deadlines are important, too. Re-
search shows that most negotiators
give away more as the deadline nears.
This is the time when poor negotiators
will “give away the farm,” but even
good negotiators will give up some
concessions. Proper timing is impor
tant. Use deadlines to your advantage.
Try to get the other person to tell you
what their deadline is. Be the one who
gives a little and gets a lot because of



timing.

Don’t rush things along. Americans
are notorious around the world for
being in too much of a hurry. Spend a
lot of time creating goodwill and get-
ting to know the needs of your oppo-
nent. Try to get to know the other per-
son before you start bargaining. If you
do the spadework in human relations
first, you have the advantage during
the give and take as deadline ap-
proaches.

Home Turf

Where should the bargaining be
done? Holding it on their turf gives
you the opportunity to see their opera-
tion first-hand, to penetrate their or-
ganization and possibly build relation-
ships beyond the person you’ll be bar-
gaining with. Italso allows you to limit
your own authority since you can’t dis-
cuss every detail with your own peo-
ple. But try not to send the “big boss,”
as it’s too easy for him to give away
more than is necessary.

On the down side, you'll be away
from your own work environment and
routine, possibly even suffering from
travel fatigue. You may even find your-
self offered different kinds of foods,
drinks and other exotica that you're
not used to, which could have an ad-
verse affect on your deal. And, while
you're away, your other work goes
down the tubes.

Athome, you're in anormal routine
and that gives you the psychological
edge. Also, you've got all your resourc-
es at your fingertips. Of course, you've
also got to deal with interruptions from
your own people.

Creating the Right
Pace and Mood

Pace yourself by starting at the right
point slowly—avoid the urge to “get
down to brass tacks” by discussing
business right away. Start with the hu-
man side of the relationship before
launching into the details of the busi-
ness side. Find outas much asyou can
about the other person and his likes
and dislikes. Ask a lot of questions
and then listen. Listening is an art in
itself, and most people are delighted
to find someone who likes to listen.
Entertain the other person. Delve into
their opinions on seemingly unrelated
matters. The more you know about
the person, the easier it will be to
come to an agreement.

Don't ever be belligerent or comba-
tive. Establish a spirit of cooperation

by asking how you can help the other
person. What are his needs and prob-
lems? Is there any way you can help
him deal with his own people? Some-
times, the person you are negotiating
with is under a lot of pressure that he
has no control over. There is power in
such wooing, and anytime you try to
help someone, they become more eas-
ily persuaded. Any time you raise the
pride of your opponent it is easier to
influence him.

On the other hand, enlist him in
your cause. Ask for his help. Tell him
your difficulties and let him come up
with possible solutions. Now he’s on
your team—Ilooking for ways to help

been born yet.

waiting the first thirty.

Wh
Studer
did not

advertise
in
Mix.

When Dr. Willi Studer made his fist tape recorders, he really
should have advertised them in Mix.

But he did not. That was 1947, and most Mix staffers hadn't

So he and his cohorts labored for three decades, perfecting their
craft, waiting for the day Studer could become the leading
professional recorder company in the American market.

Finally, in 1977, there was Mix! The rest is history.

Thanks for coming along, Mix. The last ten years were worth

STUDER EE/05Z

you. Out of such cooperative give and
take comes a feeling of mutual trust.
This is the stuffthat long-term business
relationships are made of.

Don’t corner your opponent. Keep
an open mind to his constructive ideas
(as opposed to his smart remarks) and
also give him a face-saving way to
change those ideas. If you pin some-
one down too early, it may be harder
for him to concede something later
on. A proper atmosphere of mutual
trust and cooperation provides a per-
fect setting for face-saving. If you're
unduly competitive, you and your
counterpart become polarized and
agreement is much less likely.
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AUDIO/VIDEO

COMFORTABLY
PROFESSIONAL

SSL 4000k
24-TK. STUDER A-820
2-TK. OTARI MTR 12
UREI 813, 811 MONITORS
NEUMANN. AKG.
SENNHEISER. Etc.. MICS

OUTBOARD EQUIP.
(At no extra charge)

Contact Terri
(212) 228-3063

31 BOND STREET
New York, NUY. 10012
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For the FINEST Tape
Recording Heads
and the
ULTIMATE in|
Relapping
Services.

We stock a
full line of
direct
replacement
heads from
mono to

24 track.

MAGNETIC SCIENCES

We also provide precision relapping
and optical alignment of all mag-
netic recording heads and assem-
blies.

If you need optimum performance
from your tape recording equipment
you need our services. Call or write:

JRF/Magnetic Sciences,Inc.

The audio magnetic protessionals with the track record to prove it.

Kennedy Road * P.O. Box 121 ™vex
Greendell, NJ 07839 =
(201) 579-5773 » Telex: 325-449 4
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Win-Winners

Win-winners are at ease with nego-
tiating. They move with fluid case, un
affected by stress or destructive emo
tions. They lean forward, offering a
resolute handshake. Their voices are
firm and clear, their sentences direct
and spontancous, and fitled with
words like, “we,” “us,” “our,” “let’s
consider,” “what are your thoughts,”
“how can we resolve this,” “let’s dis

cuss,” “discover,” “share,” “redefine,”
“negotiate.” Oh, they make mistakes
once inawhile and getangry—they're
not perfect. But there is one major
characteristic that sets them apart from
others—they care about people.
Win-winners take the long-term
view of things. They have learned that
survival depends on other people.
They shun win-lose tactics, while still
expecting to get more than a 50/50

Rate Your Negotiation Skills

Honestly answer the following statements with a number from 0to 5. Zero
would mean that the statement is “totally incorrect,” while a 5 would
mean that you think the statement is “totally correct.” After you're done,
total up the responses and see how good your negotiation skills really are.

1) Luck plays a big part in making a good deal.
2) It's OK. to get angry and express that anger to get the upper

hand during a negotiation.

3) 1 usually feel uncomfortable negotiating a deal with people of

much higher status than myself.

4) Normally, I don’t ask questions that might cause

embarrassment.

5) Sometimes I have a problem thinking fast on my feet when the

pressure gets intense.

6) You don't want to get 100 friendly with your counterpart during

a negotiation.

7) 1 would feel uncomfortable making an extremely low offer for
something that was probably worth a lot more.

8) It is important for me to be liked by most of my rivals.

9) I'd rather deal with a general manager than a record company

president.

10) Helping your opponent to “save face” is not particularly

important.

11) It doesn't really matter where you sit when negotiating a deal.
12) The people that I negotiate deals with are usually honest.

13) If you encounter rudeness or hostility, you shouldn’t show

your counterpart much courtesy.

14) 1 feel uncomfortable getting into a confrontation while

negotiating a deal.

15) I'm more frank and open than tactful and discreet.
16) I never haggle over prices in a department store.

17) 1 feel uncomfortable with long silences when I'm talking with

someone about a business deal.

18) I would never get emotional or irritated during a negotiation

unless provoked.

19) I normally don’t know anything about my counterpart until

the actual negotiation starts.

20) It usually isn’t necessary for me to prepare for a negotiation

in advance.
Add up your score

Rating
0 to 15 = Superstar

(Total)

16 to 30 = A good, competent negotiator
31 to 45 = You're doing all right, but you've got a lot to learn.
46 plus = You're losing too much. Get some help.



-FROM PAGE 75, CREATURES
imperceptible thrust of the jaw. Talk
is measured and calculated.

Silhouettes
Silhouettes are loners, fearing in

timacy of any kind. They deal in an
economy of scarcity—of money, en-
thusiasm and love. They are emo-

tional tightwads, blank faces, stone
walls, gray uptight people who are
unresponsive to life. Their energies
are concentrated on keeping others
from penetrating their defenses.
Business associates are unwelcome
in their silent worlds. Silhouettes
are typical lose-lose negotiators.
They have a fear of conflict because
ofthe fact that they are not effective
communicators. Their classic re

sponse is to procrastinate or deny
involvement. Great tension builds
inside them in anticipation of con
flict. They prefer to concede rather
than endure the pain of differences.

Guardians
Guardians are win-lose negotia

tors. They are obsessed with the
acquisition and retention of control.
They are devious. They rarely lose
their temper in public. Guardians
are dream merchants. Rather than
dictate, they coach you into believ-
ing that your wishes can come true.
They offer help, listen intensely and
help you grow. They have fabulous
stores of energy which they will dis-
pense to anyone who'll take refuge
under their wings. They are the
most manipulative of any ofthe ne

gotiators. They may seem to be
working for you, but no project gets
anywhere unless there are apprecia

ble benefits to them. To a certain
extent, their self-interest is normal,
but they give it a special twist that
puts them in a class by themselves.
The moment you show the smallest
sign of doubt that the Guardian
knows what’s best foryou, all of the
approval mechanisms go in reverse.
However, they will communicate
this disapproval by innuendo, tone
of voice, what's left unsaid and
body language.

Soothers

Soothers are anxious, evasive styl-
ists who lose more often than any
other negotiators. They perceive
the maintenance of peace and har-
mony as their greatest contribution.
They hold the illusion that they con
tribute these virtues by making
things OK. But in order to nourish
their illusions, they must engage in
prodigious feats of denial; effective
ly, they must avoid responsibility as
they would avoid the plague. They
either turn their backs on conflict,
or give in almost by reflex. In fact,
their objective is to lose (usually
subconsciously), lest they offend.
They fear recognition, because be
ing in the limelight might draw crit
icism. They hate making decisions
or taking responsibility, so they
cling to Guardians and Dictators.

Win-Winners

In brief, their characteristics are:
assets—obijective, specific, clear,
open, non-judgemental, motivated,
sensitive. Liabilities—ideally, none.

clection!

PA-SERIES

AONITOR AMPLIFIERS

s

P A7\

LENCO
-

. and now, the MPA-2300 with the BIG WATTS for the BIG SYSTEMS

PERFORMANCE SPECIFICATIONS of MPA-SERIES:
FR= 1Hz to 100 KHz {Flat) ® Slew Rate >450V/u.S (8 2)  Damping Factor > 500 {up to 20KHz) » Power: 200 to 500W/600 to 1300W
INFORMATION CONTACT: JIM RHODES. LENCO. INC. / phone: 1-800:325-8494 / P.0. 348. JACKSON. MO 63755 {(TWX 910/760-1382)

MPA-2100 MPA-2300
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4000 SERIES IN-LINE

12

D&R USA

1720 Chip N Dale Dr.
Arlington, TX 76012
(817) 548-1677

D&R Electronica b.v.
Rijnkade 15B,

1382 GS Weesp,
Holland

ww Cmmp“"w o

[J Dual Function Inline I/O Modules double the
input and patching capacity {4000-32=64 inputs in
mixdown).

[ Total Modular Design incorporating F.S.S.
{Floating Subgroup System), allows routing of any
input or group to any track without patching, per-
miting unlimited flexibility and expandability.

LI Discrete MIC Preamps, Proprietary IC Com-
pensation, and Minimum Audiopath yield
outstanding signal to noise ratio, headroom, and
transparancy.

| Automation Ready Design allows for D&R's
“Score Automation” or the new low-cost "C-Mix"
automation system.

Dealer Inquiries Welcome
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split. They are not afraid to ask for
concessions from the other side that
would allow them to win by a margin
of 5545 or 60/40. But they always ask
one crucial question: “How much will
the loss affect the other person?” Ob-
viously, you don’t want to do anything
that is going to rule out the possibility
of any dealings in the future.

Win-winners assume an “‘economy
of abundance.” In their view, there is
more than enough pie to go around.
They intuitively know, or have learned
through experience, that life is not a
“zero-sum game”’; that in every nego-
tiation there is a better deal for both
parties. They are willing to take the
time to look for that better deal. They
don’t want to get theirs and run, burn
ing their bridges behind them.

Given this assumption, they take
care to consider the other person’s
perspectives, needs and desires. Their
style is protective. They don’t dump
on you, humiliate you in public or
luxuriate in emotionalism. And they're
not afraid of change. Each negotiation
is a new and exciting experience, a
chance to participate in life’sabundant
riches. They understand what the
Greek phitosopher Heraclitus wrote
2,500 vears ago: “It is not possible to
step into the same river twice.” They
do not have rigid, preconceived ideas
and categories by which to judge. They
have assumptions, but they are ready
to change, alter or discard them if that
becomes necessary in the course of
the negotiation.

Win-winners have a primary asset—
and that is an empathy for othersand a
felt responsibility to explore the other
person’s point of view. They can do
this while holding firm to their own
requirements because they know that,
with a little creativity and open com
munication, a better deal awaits both
parties. They are not driven by fear of
what they might lose, rather by an ex-
citement at what they might discover.

Are you a win-winner? Do you be
lieve that you can get what you want
and still leave the other guy satisfied?
Work on your negotiating skills. Put
some eftort into it, and you may find
that you really enjoy the give and take
of life. |
Dr. Eugene L Mendonsa is an interna
tionally recognized aithor, negotiator,
lecturer, ediucator and consultant,
with more than 25 years of experiernce
in all phases of negotiation in the Uni
ted States and overseas.

“QUAUTY
SERVICE™

GREG HANKS

New York Technical Support, Ltd

35 HARDSCRABBLE HILL, CHAPPAQUA. NY 10514
(914) 238-4171
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POWER PLAY STUDIOS
and

BENCHMARK ASSOCIATION/

DOWNTOWN DESIGN

are pleased to announce
the birth of New York’s newest
world class recording facility.
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AL KOOPER

On Scoring

CRIME STORY

& Other Manic Pursuits

R/

N
N

MY
1) 4 \\\ \ ; _ A stakeout on Crime Story.

by Pauline B. Rogers

hey call it the Fulcher Avenue
Annex. It's a little, windowless
studio, in the back of the garage
behind Amigo Recording Studios, one
of the hottest studios in Los Angeles.
This is where the duo that calls
themselves “Partners In Crime™ holes
up, practically seven days a week, scor
ing Michael Mann’s stylish '60s cop
show Crime Story (recently renewed
by NBC for the fall television season).
It’s a peculiar place for a scoring
studio. But it's an even more peculiar
pair behind the high-intensity music

82 MIX, AUGUST 1987

that breathes so much life into this
show.

Al Kooper, co-writer of Gary Lewis &
the Playboy’s 1965 hit “This Diamond
Ring,” creator of Blood, Sweat & Tears,
The Blues Project and Super Session,
and former head of A&R [or both Co-
lumbia and PolyGram, is still sporting
his *60s image—black leather boots,
loud shints, long straggling hair and
the ever-present dark glasses. Some-
how it is utterly believable when he
tells you he doesn’t own a car, and
maybe not even a suit. His partner of
some 20 years, Charles Calello, a qua-
druple threat arranger-producer-com

poser-orchestrator for such artists as
Juice Newton, Eddie Rabbitt, Streisand,
Springsteen and Manilow, knocks
about in Fila sneakers, coordinated de-
signer jeans, shirts and sweaters and a
salon haircut and has a brand new
Jaguar carefully parked in his spot out
front.

Opposites in image, maybe, but not
in imagination. Here, they are perfect
partners. While Calello isthe technical
expert, Kooper is the musical genius.
Charlie knows what kind of sound has
to go where and Al pulls it out of thin
air.

They met more than two decades




A lot of important music history
happened on Beale Street in
Memphis, Tennessee. W.C.
Handy became the “Father of
the Blues” there. Musicians like
B.B. King, Furry Lewis, Piano
Red, and a kid named Elvis
started their careers there.
During the 60’s and 70’s the
famous “Memphis Sound” was
popularized by performers like
Sam and Dave, Rufus Thomas,
Booker T. and the M.G.’s and
Isaac Hayes, all of whom were
weaned on Beale Street.

Today Beale Street is the center
of downtown Memphis’
entertainment district, boasting
not only some of the finest food
and lodging to be found any-
where, but also a happening
nightclub scene.

ATV TR
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And now Beale Street has its
own recording studio.

MEMPHIS SOUND PRODUCTIONS has opened a new 24-track recording facility
stocked with items like three Otari tape decks (the MTR-90, MTR-12 and MTR-10),
Eventide and Lexicon effects (including a pair of 224XL’s), a Soundcraft TS24 console
(36 x 24), a complete midi-keyboard system (14 synthesizers including samplers and
hundreds of computer stored voices) and much, much more. Thecontrolroom is large
(24’ x 27') to facilitate in-the-room recording. The multitiered recording room (40’ x
50') can also be set up as a sound stage, complete with in-house lighting. Add
experienced engineers and staff and all the other goodies not mentioned here, and you
have the perfect place for your next project.

Call for more information.

PRODUCTIONS

315 BEALE STREET « MEMPHIS, TENNESSEE 38103 « 901-525-5500
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902 de-esser with auto threshold sensing 911 Type I noise reduction, 1-channel encode/decode
903 OverEasy® compressor/limiter, stereo strappable 941A Type Il noise reduction, 2-channel decoder
904 Fully adjustable noise-gate expander 942A Type Il noise reduction, 2-channel decoder
905 Precision parametric EQ with “infinite notch”” mode F900A 9-slot mainframe, modular power supply
933 1-3/3.1 distribution amp/mixer FS900 Two-bay powered mini mainframe

What next—the 9 ___??! The future IS modular!
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Al Kooper at work on music for
Crime Story.

ago and have fought with each other
to create some of the hottest sounds
ontheairsince. Al was a fan first. As he
puts it, “Charlie owned New York.”
Kooper was just starting out and
longed to work with master Calello.
Then, after several spots with close
friend Bob Dylan and hits of his own,
Kooper became hot. “Half the fun of
being hot,” he says, “is that you can get
almost anyone on the phone. I simply
called Charlie and said, ‘Let’s work to-
gether.”” The call started the duo on a
single for CBS; then Kooper's first solo
album 7 Stand Alone cemented the
duo rock-solid.

Watching the two score an episode
of Crime Story is like watching a vaude
ville act. Once you get out from under
the gags and one-liners, the creative
genius is quite evident. The sound is
definitely like no other on the air
today.

Mix caught up with Kooper in the
middle of scoring episode 19 of their
first 20-show season.

Mix: How did the man who created
Blood, Sweat & Tears and Super Ses-
sion get involved in scoring a televi-
sion show?

Kooper: I'd scored a movie some
years ago and really enjoyed the proc-
ess, so a friend suggested me to
Michael Mann. We met and talked mu
sic for an hour. Then he asked me to
do episodes one and two. In three
days. 1 gulped. I'm always up for a
challenge. I think the first show is one
of the best things I ever did in my life
because it was my audition. We gave
‘em the battles, the flags, the wounded
soldiers and everything.

Mix: What is the difference between
scoring Hal Ashby’s The Landlord back
in 1969 and Crime Story in 1987?

Kooper: There’'s no contest. It’'s a
completely different animal. Now we
doitall ourselves. I don’t have to com-
municate anything to anyone else.
We're a nice combo because we're
both high in each other’s deficiencies.
Back then we wrote out the arrange
ments for the musicians to play on a
soundstage. We even had to pay mu-
sicians. Supposedly there are shows
like Matlock that are still scored that
way. We're not adverse to doing that,
but it just takes too long to tell every
one exactly what we want, especially
when we're not sure ourselves. We're

RERS wAE naw ey

Da S ik T

Learn the techniques and techrology of the
professiocnal recording studio.

B Recording and Mixing ® Editing Technigques ® Signal
Processing ® Disc Recording m Console & Outboard Gear
m Digital Logic m Audio Systems Design ® Professional Studio

Internships m
Classes filling now - Call Today:

(212) 777-8550

Institute of Audio Research
64 University Place, Greenwich Village, New York, NY. 10003
Licensed by NY. State Deya:. Education
Approved for Veterans Training

tsobisned o9 Financial aid for those who qualify
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trying to do this in a real, non-hack
way. We're trying to take music that
maybe you've heard before but not in
this context. There was a courtroom
scene, for instance, where we played
something like “A Child’s March” on
the first Toto album. Juxtaposition of
music you've heard in places where
you've never heard that kind of music
before, that’s it. Takes it out of the
stereotyping.

Mix: How do you see your scores as
different from other television shows?
Kooper: We're crusading to make it
feature-type scoring. Hopefully I'll be
able to retain that as time goes by.

Maybe other guys don’t do it because
of the pressure to deliver. Maybe we
won't be able to keep it up. I don't
know. I never watched television be-
fore I started this show. Now I'm watch-
ingto see what everyone else is doing.
I don’t know, it just seems like we’re
unlike everyone else. You know, it just
hit me. 1 just finished scoring a TV
show for an entire season. Before this
thought I'd done everything. After this
I know I can.

Mix: How does this prepare you for
doing other things?

Kooper: The time pressure is ridicu-
lous. Every Monday we get the picture.

video editors.

and video post

AUDIO MIXING,
TELEVISION STYLE

Designed specifically fortelevisionand video post,
the split-concept serial architecture found in the Orion
AMU series audio mixing system enables interface to
virtually any SMPTE controllable device including
production, routing, and master control switchersand

Standard software featuresinclude ReMem™the
disc based Recall Memory System that allows on-demand
storage, recall, and reset of full panel set-ups (including
EQ), providing an invaluable tool for any repetitive
program or complex edit session

With full input-to-output stereo processing — and up
to 32 stereo inputs plus a traditional panel layout, the AMU
has the capacity, audio features, and ease of operation
necessary for efficient audio production in both broadcast

State-of-the-artaudio mixing for television. . .from. . .

ORION

4650 W. 160th St.  Cleveland, OH 44135 < (216)267-7700
Toll Free (except Ohioand outside USA): 1-800-82 AUDIO
Telex: 510600-0034 » FAX:(216)267-5894

RESEARCH INC.
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We look at-it, we spot what we have to
do, we laugh, because it’s impossible
to doit,and then we do it every week.
This show’s to the wire. We're only a
week ahead. We deliver on a Sunday,
they mix three days, and it’s on the air.

Mix: How much do you have to do
per episode?

Kooper: It’s divided into two things.
There’s probably 14 minutes of music
that we write. And, guys and gals, that’s
like making five singles a week. And
then, separate from that, I pick the
records that are played on the show.
That’s another full day’s work.

Mix: I've been told you have a tre-
mendous record library to pick from.
How do you choose?

Kooper: It’s big, and getting bigger.
I'm now adding to it with CDs so the
sound quality is better. Which is pretty
funny because they then scratch it up
sothat it sounds like it’s coming out of
a radio!

Mix: It sounds like you have the most
fun picking the records.

Kooper: Sure it's fun and another kind
of pressure. 'Cause in picking the rec-
ords I'm not picking the obvious kinds
of records. I'm picking records in
which the person watching the show
goes, “God, I remember that!” And
they didn’t hear it on the radio yester
day, or even have it in their house. But
it will trigger them to that era [early
'60s).

Mix: That's really important to this
show, isn't it? What are some of your
favorites?

Kooper: First thing I had in show one
was “Your Mama Said You Cried In
Your Sleep Last Night” by Kenny Dino.
And we played it over a multiple mur-
der in a beauty salon. It was phenom
enal. The other was “Ramrod” by
Duane Eddy. It worked fabulously in
the show—just for a bad guy walking
down the street. Then we've done
some things for Ted Levine, one of the
bad guys. His character’s name is Frank
Holeman. He’s a rockabilly singer. So
we cut three songs with him. He sings
them in the shows with a band back
ing him. But it's really our “garage
band” behind him.

Mix: It’s incredible that you can deliv-
er 14 minutes in three days.

Kooper: We can’t always. There are
certain cues that we save in case we do
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Charles Calello, Kooper's pariner for two decades.

run out of time. They're called “wing:
ers.” We will do them right in the stu

dio itself. I'll just put up a synthesizer
or a guitar or something and make it
up right there. One take, one time
only: They've always been really suc

cessful.

Mix: Now that you've survived almost
20 episodes, what are you going to do
during the hiatus?
Kooper: A week on Maui so that I'll
feel human again. I'lltell vou, the show
has really brought my chops up. It's
better than the live gigs like I've done
with Dylan and Petty. Now I'm dying to
go out on the road because I'm twice
as good a guitar player as I was before 1
did this series. I'm doing all the guitar
parts on the show. And the stuff that
Charlie writes, it's way over my head.
And I have to learn to really play. Also,
I'm really inspired and annoyed at the
same time that there’s this blues resur
rection happening. 1 think I'd better
made a blues album and jump back
into that. sort of make my seniority
claim. I almost want to make a record
that says “Hey, I've been doing this
shit since before you was born.” And
I'd love totake this garage band on the
road and perform live with it.

¢ o o
“The garage band”—an investment of
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more than $100,000 in equipment—

that Al Kooper and Charles Calello
have put together is probably one of a
kind. They chose their equipment care-
fully, building around the Linn 9000
because Charlie feels it is the best se

quencer and drum machine available.

Using the Linn as they brainstorm,
they dub the soundtrack they receive
from the film house to a siereo VCR
(they use VHS instead of %-inch be
cause it’s lighter and smaller), placing
the SMPTE time code on the right track
and the dizlog on the left.

The SMPTE goes into a Garfield
Electronics Masterbeat, which reads
the code and tells the Linn 9000 when
to start playing. This way they can
write the cue and type in the start
SMPTE code, so they can see cue
against picture—what they call “in
stant gratification.”

They have housed the equipment
in such a way that it requires the least
amount of setup time. A specially built
unit with sliding drawers and covers
breaks down so they can get to the
studio or location quickly. Then, with
a minimal amount of connectors on
the back, they're able to integrate their
system with any recording device they
decide to work with.

Besides the Masterbeat and Linn
9000, their MIDI arsenal includes a

“Every Monday, we
get the picture. We
look at it, we spot
what we have to
do, we laugh be-
cause it’s impossi-
ble to do it, and
then we do it,
every week.”

MIDI selector box, JL. Cooper 16/20,
two Akai $900 samples, Roland MKS20
piano module, three Korg EX800s, two
Yamaha TX7s with DX master key
board modified to hold 16 banks of
programs, Roland Jupiter 8, Oberheim
OB-8 and every other effect and delay
they need. Guitars are recorded direct
with two Scholz Rockmans. Everything
is then connected to a 56-input port
able with two Hill and four Rane
mixers.

Ifthey have to, these two can record
the entire show in their little room.
“Let’s face it, with tight schedules like
we have, it’s safer to know we can do
it. We can compose, record and score
ourselves. When we finish a cue it’s
finished and can go out on the air,”
says Calello. “We simply have to get it
out of the system and on tape. It's
conceivable that we could set up and
be ready to go in halfan hour. Conceiv
able, but we're not sure we'd actually
like to try it!”

This fall, the show will be back on
the air, and the grind begins again, but
Kooper still dreams of taking their “ga-
rage band” on the road.

“I'wouldn’t take all this out without
Charlie programming it,” say Kooper.
“Oh, yeah, we fight all the time be-
cause | think he’s too slow. It gets
pretty funny. The fact that we're still
talking after almost 20 episodes is in-
credible. Now I feel like any project
anyone put in front of us we could do
with no problem. Doing a film would
be like putting my feet up on a desk
and looking out a window in Hawaii.
So why not a one-man show with a
‘garage band’ for backup?” |

Paudine Rogers is a television, film and
mdgazine writer living in Los Angeles.
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Today, the mid-range corsole market is
crowded ~ith mznufactLrers who want to
fill th2 space in the middie o~ your control
room witn their zonsole.

Ezch one of them has a marvellous
claim abous spedifications, lov/-noise
performance for digital, “lexikle signal
path, strength of mecharical construction,
equalizati:on, prize, ergonomrics, mult.ple
inputs, high-qua ty components, superior
technology:. and how they ccrsulted a
hundred too engjineers beforethey sex pen
to paper.

Let them claim. We wsh them well.
Fashions come anmd go; our emphasis is on
engineering. There are now over 180

Nortt Hol 'ywood,
CA916(". "el: 818508 9738.
Te ex: 562526 AMEK USA.

AMEK ANGELA installatiors
worldwide. \\ve set the standard iin

ergonomics, peiormence,

specifications, equalization and build
quality. Imitation is Tne sincerest form of
flattery. Emulaticn is a littie more di*ficuilt.

Actually, 'we ad it or e concession, but not to our
competitors. The new 1967 ANCELA 'sincw finished
in grey, to harmon:ze witn ~he rest.o? the AMEK
product line.Otherwise, ANGELA if sziil available in
3 chassis size: each w'tr onboard o~ extennall
jackfields, giving 28 to 62 dwal-chamne i/ modules
(ie, 5610 124iinputs, pris rezurns) and a choice of
either.24- cr 48-track manitoring ir the larger
versions. Manual o vC faders are the standarc
optiors, and Audi> Kinetics.'Masterrix’ is the
recommended automation dackage.

E-MA L: AMEK-US.
Fax::818/508 8619.
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In search of total
creative freedom

sand-box\'san(d)- baks\n:

a box containing loose sand for children
to play in, promoting imagination, spon-
taneity, and creativity. b: an automated
48 track recording studio in Fairfield
County, Connecticut.
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Spectral Music Corpo-
ration of New York City
has opened its fully
integrated MIDI studio
in Fairfield County,
Connecticut. The basic
premise in the design of
the studio was to create a
48 track facility in which
no compromise was allowed in integrating the systems.
At THE SANDBOX all synthesizers, sequencers, drum
machines, computers, samplers, tape machines, and the
NEVE “V” SERIES console are interfaced at all times.

This allows for any complex, computer controlled
MIDI configurations to be applied easily for an immedi-
ate response. Great care was taken to ensure that tradi-
tional recording techniques were addressed equally.

As the name indicates, the result is a beautiful work-
ing environment were spontaneity and creative freedom
come together, the technical side of which is transparent
to the client.

Although THE SANDBOX has been open for only
six months, it’s no surprise that “word-of-mouth”
has already brought us such industry greats as Russ
Titelman, Daryl Hall and John Oates, Gary Katz, Elliot
Scheiner, Glenn Frey, Average White Band, Felix
Cavaliere, Chris Jasper, and many more. Never has a
new studio seen more acclaim or such extraordinary
clientele so quickly.

THE SANDBOX surpasses all competition in nearby
New York and delivers at a fraction of the cost. There are
none of the distractions and hassles of the city to inter-
fere with the progress of your project. Whether it is the
privacy of the luxurious retreat, the beauty of the accom-
modations, or the unsurpassed technology, we promise
you the most fulfilling recording experience anywhere.

If you are interested in our rates or would like to see
the facility, phone Spectral Music in New York City at
(212) 757-0110.
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QUIET CONFIDENCE.

’Fle design of sound studios shouldn’t be left to chance. this caliber, there is no room for error. You need the
Intuition alone will only get you so far. It's not enough confidence that the design and construction is done
for a studio to “feel good,” it must also “feel right.” right the first time. The Joiner-Rose Group, Inc., consul-
But how do you arrive at a facility that feels right? tants ir acoustics, blended sound scientific principles
Tele-lmage, Inc. in Dallas recently was confronted with a keen sense of practical application to render a
with this dilemma. The construction of their new design which was totally compatible with Tele-Image’s
studios in Las Colinas was the realization of a ten-year unique philosophy. Their 25 years of experience in
dream. They were seeking the perfect balance of audio environmental noise control, architectural acoustics,
and video quality to offer to their wide range of video systems, electro-acoustics, vibration isolation,

clients, Though they were willing to
try some new ideas to expand the
state of the art, they were also seek-
ing the predictability which is so nec-
essary in the recording industry. It
was their goal to enjoin the current
evolution of multi-track sound
studios with one of the most
advanced video facilities in the
country.

here was one obvious concern.
When you are investing the kind of
moriey it takes to develop a studio of

and facilitization provided Tele-Image
with the quiet corfidence which they
were seeking.

Y)u can have this same level of
confidence on your next project.
Simply call 1-214-392-7800 and ask
for Russ Berger.

YT Elomsrios

Silent Partners in Sound
4125 Centurion Way
Dallas, Texas 75244
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ARTIST'S - STUDIO

by Brooke Comer

ReGaie Lucas

MAKING THE QUANTUM LEAP

hen Reggie Lucas started to produce,
electronic and computerized equip-
ment was not yet the name of the
game. Back in those days, real musi-
cians cut tracks live. Madonna’s debut
LP, Madonna, provided Lucas with his
first opportunity to put a drum ma-
chine on vinyl. Lucas, a veteran at age
34, remembers producing as being
pretty straightforward nine years ago.

“We didn’t have a lot of tricks or
toys, just good music, good perform-
ances and good engineering,” he says.
“When I used synthesizers, they were
primarily as a sweetening tool to aug-
ment a string and horn arrangement,
or to create an occasional Minimoog
funk bass line. Now I feel as if we've
come full circle, and can have the best
of both worlds.”

Yet from his traditional beginnings
came a man who stands today at the
forefront of digital technology. Quan-
tum Sound, owned and painstakingly

built by Lucas himself, is among the
most comprehensive studios in the tri
state area. The Jersey City, NJ, locale
offers clients the option of working in
alive, 20-foot by 30-foot SSL room or a
mixing/overdub room featuring the
Synclavier Digital Music System and
extensive MIDI equipment.

When he left high school to go on
the road with Miles Davis, Lucas prob-
ably never dreamed he’d wind up
breaking one of the hottest stars to hit
the pop charts and owning a high-
tech, commercial studio. He was prob-
ably aiming more at a recording ca-
reer, but after session gigs with the
likes of Davis, Roberta Flack, and Gam-
ble & Huff, Lucas’ jump into produc
tion began to eat up all of his time.
During the late '70s, Lucas was part of a
wave of a new breed of pop/R&B pro-
ducers that included Nile Rodgers,
Narada Michael Walden, Mtume, and
Bernard Edwards. It was during this

Producer
Reggie Lucas at
his Quantum
Leap studio:
“After seven
years of
producing
records, | had
begun to

_ outgrow

conventional
commercial

~ studios.”
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ARTIST - STUDIOS

period that Lucas made the leap to the
other side of the glass.

After co-composing (with his former
partner, James Mtume) the hit “The
Closer I Get To You” for Roberta Flack
and the late Donny Hathaway, Lucas
made his transition into the produc-
tionarena. This led to the composition
and production of the Grammy win-
ning “Never Knew Love Like This Be-
fore” by Stephanie Mills, and success-
ful productions of many other artists,
including The Spinners, the Four Tops,

Phyllis Hyman, The Models, Randy
Crawford, Rebbie Jackson and Lou
Rawls. He composed the song “Bor-
derline” on Madonna’s multi-platinum
debutalbum, also a Lucas production.
“After seven years of producing rec-
ords, I had begun to outgrow conven-
tional commercial studios,” he notes.
“The production budgets from the rec-
ord companies were becoming inade
quate for the amount of time [ wanted
to spend creatively.” At that point, in
1985, he first entertained the notion of
building a home studio. “The idea of
having the tools of my trade available to
me at all times was extremely attractive,
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450 West 56 St., NY, NY 10019

both creatively and economically.”

Lucas decided to put together a sim-
ple studio and work as much as possi-
ble at home. “These were the days
when it was just becoming obvious to
me to what extent I could take advant-
age of pre-production at home,” says
Lucas, who watched production ex-
penses increase with the use of the
new technologies.

Simplicity was the order of the day
for Lucas when his initial plans for a
home workspace crystallized. The stu-
dio was initially built in Lucas’ base-
ment, “where [ squeezed equipment
into every crevice I could find to keep
the floors free to work on.” Treatment
of walls and ceilings was only partial,
“because I didn’t want to get involved
in construction costs. I planned the
home studio as a temporary move.”

What became Quantum Sound found
a new home fast. Lucas was sold the
minute he found a still-active Hudson
County dress factory, a building that
offered plenty of room for expansion.
“There were two or three rooms ready
to move into when I found the place,”
says Lucas, who worked downstairs
from the dress factory while awaiting a
zoning variance, “and eventually, there
would be more space upstairs. That
excited me.” Besides, the place had a
special character, in part because of
the elderly women who worked on
antique sewing machines upstairs.
“They didn’t mind us atall,” he insists,
“In fact they’d come down on their
lunch hour and listen to the music
and smile.”

Many artist/producers look to their
friends’ home studios for input during
their own purchasing and construc-
tion, “but I didn’t have any friends
with home studios at that time,” Lucas
says. “I relied on friends like Matthew
Weiner [Martin Audio], Al Firestein
[Acoustilog],and engineer friends like
Joe Ferla and Jim Doughtery [first Ma-
donna LP] and common sense.”

He listened to consoles for months
before choosing the Sound Workshop
Series 34 (“I like the transparency”)
for his basement operation. His mo-
tives for choosing a 24-track machine
were equally clear—the 3M M79 that
Lucas bought from Sigma Sound own-
er Joe Tarsia was the same one he’d cut
Madonna’s and Stephanie Mills’ LPs
on. “I'm not superstitious,” he insists,
“but that machine has made me smile
more than once ortwice.” Studer AB00s
have also now joined the ranks at

Circle #188 on Reader Service Card
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ANNOUNCING THE BIGGEST IDEA
IN THE HISTORY OF WIRELESS

dbx

C125242 JA 6174

146732

Samson incorporates dbx noise reduction o achieve
a new standard of wireless performance.

Samson Concert TD Series is the first true
diversity VHF wireless system with dbx noise
reduction. We've been setting new standards
of sound and reliability in wireless over the
years, but we're always refining our rechnol-
ogy to make it even better. That's why we
chose world-class dbx technology to solve the
biggest problem in wireless — noise.

dbx noise reduction makes the Concert TD
Series incredibly quiet. It also expands fre-
quency response to deliver the best possible
sound for vocals and instruments. And you
won't hear it working because dbx circuitry
eliminates the pumping and breathing that

Mic Capsules Available: Electro-Veice
N/D 757 element offered exclusively in
wireless by Samson

Also available: BK-1, SM 58, SM 85, SM 87

Circle #073'on:-Reader Service Card

plagued wireless sound in the past.

Breaking new ground with our Concert TD
Series, Samson engineering excellence now
takes a quantum leap forward in its ongoing
search for the highest standard of wireless per-
formance. We are the first to incorporate dbx
noise reduction because we want to guaran-
tee the best possible audio quality available in
wireless today. Now there's every reason you
can think of to enjoy the unlimited freedom
promised by wireless.

First we took the worry out of wireless with
reliable no-dropout per‘?/ormonce, now we're
taking the noise out of wireless with dbx.

SAMSON’
WE TOOK THE WORRY OUT OF WIRELESS ®

Somson Products Corporation, 124 Fulton Avenue, Hempstead, New York 11550
5161 489-2203 TLX 284696 SAM UR FAX (516) 489-2418

n Canoda: Ommimedio Corporotion Ltd , 9653 Cote de Liesse,
Dorvol, Quebec HOP 1A3  514.636-9971

‘dbx 15 a registered trademark
»f BSR North America Ltd

¢ 1986 Somson Products Corporation
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MIDI MADE
AFFORDABLE

CMS-Visual
Sequencing System includes
12" Monitor & AT Style Keyboard

CMS has done it again with
their new road worthy 19", easy
to operate, rack enclosure. This
Visual Sequencing System,
(CMSVSS), includes a Roland
compatible interface with 1 input
and 4 outputs, tape in and out,
and metronome out, (not
shown). The CMSVSS s
designed around a 8mhz turbo
motherboard with 640K RAM
Software includes an IBM
sequencing program and
MS/DOS 3.1. It will also run all
IBM music software and 99.9%
IBM business and application
programs

Desktop unit available

Rackmount your current
IBM or compatible computer
with the CMS 19"

conversion kit.

Call Toll Free
800/322-MIDI

382 N Lemon Ave., Walnut, CA 91789
714/594-5051
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Quantum.

From his own production experi
ence, Lucas knew the value of a warm,
live room, so he and designer/construc
tion manager Jeff Blenkinsopp set
about designing his 20-foot by 30-foot
area in order to maintain eye contact
with vocalists and musicians. “You
want to relax the artist to evoke the
best possible performance,” he says.
“They should never feel distant or iso-
lated. That’s why 1 took the studio’s
overall ergonomics into account—how
you are seated, the position, the gen
eral comfort factor in working with
technical tools.”

One way Lucas has made the work
ing environment so efficient is by em
ploying computers whenever possible.
“luse IBM computers todo everything
from sequencing to bookkeeping,” he
says. “The computer’s music sequenc
ing and synthesizer voice editing capa
bilities have just begun to show us
what kind of advances technology can
and will make.” A member of the main
music networks, PAN and ESI, Lucas
can access information from manufac-
turers and colleagues around the
world. “You can’t have too many com
puters,” he enthuses. “The more the
better as far as I'm concerned.” (Voy
etra Technology's Sequencer Plus is
another favorite of Lucas’, “because
you can read whatever you're playing
via MIDI and edit visually.” Lucas likes
to create compositions, store them on
disks, and interchange the tracks, a
task that the Sequencer Plus makes
both possible and pleasurable.)

Lucas isn’t about to abandon older
technology, however. His forte as a
vocalist’s producer makes him special-
ly aware that his old AKG C-12s and
equally historic Neumann M49s are
exceptional. “I love to do lead vocals,
and these vintage mics, despite their
age, have proven to be fantastic over
the years.”

Lucas has been experimenting with
nearfield monitors: “I've got the Kef
line [of British origin] right now,” he
explains, “both at home and in the
studio.” Lucas uses the 101, 103.2, and
105 for both mixing and referencing in
addition to UREI 813Cs and Yamaha
NS10s.

All producers who open their own
studios face the same dilemma-—wheth
er to service their own production cli-
ents first and foremost, or book com

mercial time, and fit in the clients dur

ing odd hours. Lucas already has two
rooms, and when upstairs expansion
is completed, should have plenty of
space for an active commercial ven

ture and his own projects to co-exist.
His goal-—to set up a complete MIDI
operation, as well as a live SSL room
—was aimed at satisfying very diverse
client needs.

“I wanted the MIDI control rooms
in order to be able to concentrate on
the Synclavier and keyboards, while 1
booked the bigger room for live dates,”
he explains. But of course the arrange
ment could work both ways. “I didn't
want to be limited in my ability to
service artists,” he adds. “I wanted to
have an electronic modular approach
to recording, and also the traditional
approach with a good sounding, live,
large room.

“Doing two jobs [production and
studio ownership] has forced me to
learn more about both,” he admits.
“I've learned that technology can make
music more fun to create, but it’s not
the sole determinant. As a producer,
there’sa need to support and supervise
the artist from a distance, creating the
mood for the best performance. But as
an owner, I'm suddenly confronted
with all the nuts and bolts that go into
building an environment that will pro
duce good music, from aesthetics to
equipment purchases.”

By trying to wear so many hats, pro-
fessionally speaking, Lucas clearly has
his work cut out for him. With Quan
tum in the final stages of completion,
Lucas has been producing John Adams,
the Weather Girls, Leslie Smith and
Elisa Fiorello, as well as playing guitar
on his own projects and scouting new
talent. Despite a reputed preference
for working with lead vocalists, Lucas
also has empathy for guitarists (“we
speak the same language™) and key
boardists. “Even though I don't play
keys, my familiarity with the technol
ogy makes me more adept at produc
ing in that area,” he says. “I like to
know as much as I can about what I'm
doing. It helps me communicate with
artists, and creates a better end

product.”
What better reason could Lucas give
for building his own studio? |

Brooke Comer received ber Master's de
gree from New York University and ber
bachelor’s from UC Berkeley. She is in
volved in graphic arts and film making,




Take a Neotek towork
foratestdrive.

No one judges performance just by reading
the specs. To appreciate a recording console you
have to put it through its paces. Hear what it'l]
do in your own studio. With your material.
Your room. That's where the rubber meets the road.

We're so sure you'll like what you hear,
we want to offer you an easy way to
compare our consoles to any others:

Borrow a Neotek demo module.

Fleetwood Mac did. They ended up
cutting an album on it. We found out when
they asked for a second one for stereo tracks.

Check out what's under the hood. Hear our
mic pre with the finest condenser mics. That's
an easy one; manufacturers already use our
consoles to demo their best. Try synth inputs
and see why New England Digital uses
Neoteks to show off the Synclavier. Drive it
with a digital track. You'll hear how our
consoles make digital recorders sound
their very best.

While you're at it, check the construction
quality, the control layout, the flexible signal flow,
and our very special equalizer.

Then, if you can wait a few weeks, we'll put you
in the driver’s seat of a new Neotek console, custom
built for your personal requirements. Like we did
for Stevie Wonder.

The way we figure it, we haven't come in second in a
comparison yet. So we can't lose.

Neither can you.

So if you want to hear for yourself what's so special about a
Neotek, drive one at work.

And if you're planning to keep our demo module for your
next album tracks . . . . well, that’s OK too.

B NEOTEK

1154 west belmont avenue
chicago, illinois 60657
(312) 929-6699
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The double glass doors open with a whoosh, and into the production
center walks media engineer Elroy Jetson. He gazes fondly around
the softly lit, 2,000-square-foot space, which is lined with sampsynth
racks and can accommodate a dozen wave designers. Elroy leans
against the sloping, U-shaped, wafer-thin surface of the command
workstation and punches a button. He scans a display that tells him
which audvid overdubs he finished the night before. If he chooses,
punching that button again will activate the retrieval system in the
computer center upstairs—he can immediately audition his latest
handiwork on the 48-inch video panel and UREI 1013s. . . .

by Linda Jacobson

But Elroy doesn’t have time; he must
tune the performance quad. Any min-
ute he expects the arrival of his client,
the Goodtime Brass Quintet (whose
discs won Grammy Awards in 1995
and *96!). Muses Elroy, “I must be the
luckiest guy in the galaxy.  work in the
most advanced media center around. 1
can uplink whenever | want. And I'm
about to record the best horn players
in town! If only Dad could see me
now....”

Since the late '70s, and especially in
the last couple of years, the studio
design scene has matured greatly.
Acoustical research and the work of
such pioneers as the late Dick Heyser,
Don and Carolyn Davis and Peter D’An-
tonio have led to new tools and con-
cepts: Time Delay Spectrometry, TEF
analysis, Live-End Dead-End (LEDE™)
design, Reflection Phase Grating
(RPG™) diffusion devices. SPARS and
Syn-Aud-Con have raised overall de-
sign consciousness. Personal comput-
ers have enabled precise acoustical

Vin Glzzi's fioor
plan of a newly
redesigned
Greene Street
Recording (Man-
hattan). At the tar
left is a new con-
trol room (1 ot 2)
with vocal booth.
The project also
Included a new
edit/program-
ming room, main-
tenance shop,
library and
lounge.
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measurements, increasing the speed
and accuracy of design planning and
drafting. Today, designers know how
to aim for certain scientific/physical
goals to achieve accurate sonic per
formance and to meet specific client
needs. Clients, in tum, now seek a
higher standard of accuracy in control
room monitoring.

Meanwhile audio technology lunges
forward. Digital gear provides greater
control and improved specs. The pro-
liferation of MIDI devices and direct-
input instrumentation (not to men-
tion the climbing costs of real estate)
have caused facility owners to build
smaller studios and ever-larger control
rooms. Which means the studio de-
signer’s job has become easier and
more difficult. The larger the control
room, the better shot you have at mak-
ing it sound better; but it’s harder to
keep construction costs down. Moni-
tor speakers sound better than ever;
but it's tougher than ever to isolate
extraneous noise to meet the wider
dynamic range that digital gear can
handle.

CH-CH-CH-CHANGES
Astechnology marches on, the laws of

physics remain the same. With this in
mind, we queried several top design-
ers to learn how their studio design
philosophies have changed. There
were more answers than there were
answerers.

Murray Kunis is VP of marketing at
the L.A-based Lakeside Associates,
whose designers have done studios all
over the world. According to Kunis,
“technical requirements [in design]
have changed, especially because the
studio has become a much more uni-
fied structure. It’s no longer a room
with some electrical and air condition-
ing and you drop equipment in. It’s a
synergistic complex; it all works to-
gether. The electrical, the A/C, the
structural, the acoustical, the space re-
quirements, must all be planned as
one unit. Also, in the last two years,
control rooms are up to 700 or 800
square feet, from 400 or 500. The stu-
dios used to be 2,000, 3,000 square
feet; now you see studios that are 800
to 1,200 square feet. Another change,
since 1981, is the need for lower noise
floor and wider bandwidth require-
ments in monitoring systems. Now you
can record 20 Hz on tape as easily as
midrange frequencies. People may ask




NTEGRITY...

Isr’t that what really creatas client loyalty?

In today's comrpetitive studio market there

IS 10 room for yesterday’s solutions. That
s why so many lezding oroducers and
ngiresrs are choosing the AMEK Argea
s their personal mixing console.

hey count or ANGELA to outperiomm “ar
ore costly consoles. They depend on
MEK's renowned equal zation, versatile
ignal routing and no-ccmpromise
tructural design.

anufacturers such as AMEK, Lexicon
nd Neumann count or SHOWCASE
UDIO/NVIDEO SYSTEMS for sales and
chnical support that maintain their

igh levels of professional integrty.
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forking closely vith the desicn firm of
teven Durr and Associates, Showcase
elivers superio studic packages w'th a
Il range of installatior and mainter ance
prvices. Isn't it time you deal: with 3
ippiier whose standa-ds are as Figk

P your expectetions?

Studiceast Charlotte, N.C.
Steven Durr, Nashville, Tenn
C.C. Lawrence Construction
Fay Cilfielc, Showcase A. V.4
Novachrome Ccrmmunicatio
Greerville, S.C.

AUDIC/VIDEO SYSTEMS

2323 Cheshire Bridge Rd., NE
Atlanta. GA 30324

(404)325-7676

(800)241-G738 USA, .
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10 Years of MIX Magazine!

D’

PROFESSIONAL AUDIO SERVICES, TAKE ONE, and ‘
RED ZONE and a few of our select suppliers, congratulate
MIX Magazine on their years of friendship, support and F
service to all of us in the audio industry.

To show our friends at MIX our appreciation, we are throwing
an open party to celebrate this event.

Come one, come all . . . s

August 15th, from 4PM on, at: Q
PROFESSIONAL AUDIO SERVICES
619 South Glenwood Place, Burbank, CA 91505

TAKE ONE
RECORDING

STUDIOS
Please R.S.V.P. by calling 818-843-6320,

so we know how much food to get for all of you animals!

We also want to all thank the following suppliers
for their support:
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why you need big monitoring systems
when no one has them at home, but
engineers and producers want to know
what's on tape and what they’re deal-
ing with.”

Bob Todrank of Nashville’s Valley
Audio has been designing since 1974.
He concurs with Kunis that “people
pay much more attention to the con-
trol room’s technical aspects. They're
very concerned about where the
equipment will be, how it will be
wired, how much noise it will make.
Ergonomic details are much more
important, because people have more
pieces of equipment. Layout and wir-
ing have become an essential part of
facility design. Ten years ago we relied
on research done in the "20s and "30s
in big churches and auditoriums. Now,
with organizations like Syn-Aud-Con,
and use of TEF measurement, we have
scientific data on small room acous-

tics. Peter D’Antonio’s work with diffus-

ors hasbeen a major thrust in that area.
We can design on paper, with compu-
ters, and predict exactly how a control
room will perform before a nail is driv-
en. We used to design by the seat of
our pants—Ilots of trial and error.”

For the past two years, Todrank adds,
“I've been doing joint design projects
with a major London designer, Neal
Grant [who's currently designing Peter
Gabriel's new superstudio]. We send
each other drawings, exchange ideas
and comments; I get his European flair
and he gets my U.S. flair. It helps both
of us be better designers.”

Floor plan and side section of producer
Rick Rubin’s Def Jam studio, designed by
John Storyk. Located in the basement of a
brick building in Manhattan, the facility
boasts a sunken control room and black

‘ k\ﬁlm(\T|
b

lacquer RPG Ditfusors.

™
! '\ RACRY,
I Control Room
B
&
RPG DFrRysOR
1 »
plan d

[

section

o1 s 0 »
Scale in teet

Steven Durr runs Steven Durr &
Associates of Nashville, now in their
12th year of studio design. “We're try-
ing to do things differently with de-
signs,” says Durr. “Facilities need a
tremendous amount of flexibility so
they can do videos, mix to video or
film, do industrials, and of course rec
ords. LEDE and the TEF machine have
been the greatest assets to design. Al
though 1 don’t subscribe all the way to
LEDE, most designers realize that
LEDE is the best way to look at a con-
trol room, then you add your own
ideas or personality.”

Studio designer and ex-audio engi-
neer Vin Gizzi, in the biz for two dec-
ades, formed his NYC-based Bench-
mark Associates in '82 (now Bench-

B

Above: Synclavier studio at Allen-Martin Productions.

mark Associates/Downtown Design).
He comments, “One of the problems
we face now is noise generated by
digital machines. So we’ve been using
separate machine rooms with asmuch
equipment as engineers let us put in
there. That's particularly good with
electronic editing, which doesn't re-
quire as much hands-on contact with
your tape machines. Another machine
room advantage is there are fewer
control room surfaces providing early
reflections. Digital equipment’s signal-
to-noise ratio does reveal flaws in pro-
gram material and the room, so we're
more meticulous about construction
materials. There are some interesting
new ones, such as a promising acous-
tical concrete in development. And

FIRST TUBE TRAP
STUDIO DEBUTS

Since their introduction several
years ago, Tube Traps™ from Acous-
tic Sciences Corporation of Eugene,
Oregon, have proven to be an effec-
tive solution for controlling exces-
sive low frequency energy in the
listening environment. A single
3-foot tube, 11 inches in diameter,
can absorb over 15 sabines at 150
Hz, and is highly effective in the 40
to 400 Hz range. ASC manufactures
Tube Traps in a variety of sizes, as
well as half-round wall units pro-
viding both absorption and diffu-
sion characteristics. Tube Traps are
said to outperform standard bass
traps 30 times their size, and while
they have been successfully used in

—CONTINUED ON PAGE 109
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we're trying out Peter D’Antonio’s low
frequency diffusor in a critical listen-
ing room we’re building for Onkyo's
U.S. headquarters. With acoustic de-
sign more predictable, and better large
loudspeakers that eliminate the need
for near-field monitoring, we have to
be much more on our toes.”

Alan Fierstein, another New Yorker,
designed his first studio ten years ago.
He says, “In the past two or three years,
people have wanted more eye contact
with each other in the studio, and want
to get away from the old studio men-
tality. They've become sick of the
standard wood and fabric everyone
was using. They want exciting designs,
with plenty of creature comforts for
the clients. They want a lot of glass,
and that means more acoustical treat-
ment. Commercial studios face a lot of
pressure from home studios—people
feel comfortable in a home environ-
ment, so when a commercial studio
has to compete and charge more per
hour, they must provide something to
wow the clients, or lull them into re-
laxing and thinking ‘this feels like
home.’ The old studio with the heavy
doors, small constricting windows, is
passé. Also, MIDI technology has led*
to bigger control rooms, but people

are giving lip service towards live re-
cording again. They do want large stu-
dios because they realize that interest
in totally synthesized recording may
bottom out. Good, large acoustical
spaces offer more creative potential
for engineers and artists to differen-
tiate their music from everyone else’s.”

The first studio that architect John
Storyk of New York City designed was
Electric Lady Studio, in 1969. “The era
of building large studios is over. There
are enough of them around, and
enough large video facilities with au-
dio capabilities so if you need a large
room you can go in there. There’s a
plethora of high end remote stuff, so
anything can be a recording studio,”
says Storyk. “Nothing’s changed radi-
cally in physical construction since 1
started, but room size, geometry and
basic monitoring theories have
changed. A few years ago 1 almost left
the industry—I was bored. Then I went
to a seminar and heard about LEDE. 1
fell in love with it, realizing a lot of the
stuff I'd been doing was leaning to-
wards that theory—I'd started to splay
my ceilings upward, put complex res-
onators in the rear. Then 1 heard this
scientific theory, an acoustic model,
that put everything in order. 1 don’t
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agree with every aspect of it, but the
way you implement it depends on the
monitor you use and your tastes.”

In Dallas, Russ Berger—a principal
of the Joiner-Rose Group, and a de-
signer for ten years—comments,
“We've become more involved in co-
ordinating the different aspects of a
facility design or renovation. We gen-
erate a higher degree of detail in the
construction drawings and specs, and
act as a catalyst for other disciplines
such as architectural, mechanical and
electrical. We have to provide a full
scope of services: perhaps evaluate the
impact of environmental noise on a
facility, set performance and design
criteria, generate construction contract
documents. The business skills of fa-
cility owners have dramatically im-
proved — thank you, SPARS! Another
change has come with computer-aided
drafting. CAD has greatly helped pre-
sentation and design quality, but any-
one who can afford a CAD system can
have good-looking drawings — better
visual quality of the presentation with-
out increasing the validity and accu-
racy of its content can be very mislead-
ing. We get a lot of renovation business
due to this. Also, video folks are hav-
ing to catch up with audio folks.
There’s a whole new set of precon-
ceived notions of how a room should
be. Video folks are used to edit suites
and their traditional layouts, and they
don't like changes any more than any-
one else does. We just can’t tell them
they’re wrong; we have to find creative
solutions to fit their particular needs.
These days, facility needs are more
divergent.”

Studio designer (and former re-
cording engineer) Doug Jones of EASI
in Chicago is in his fifth year of design.
Deeply involved in design research,
his main interest lies in stereo imagery
and human localization. “As a result of
my research, I'm keenly aware of how
much the control room environment
affects our perception of stereo image-
1y,” says Jones. “As stereo TV becomes
more important to consumers, we have
to pay more attention to that. Control
rooms must be more reliable, so when
you get some great stereo effect, you
know that it’s really there, not an arti-
fact of the speakers or the room. Im-
agery is truly an illusion, and because
of that, it’s fragile. So an understanding
of how the auditory system works is
essential.

“For instance, we’re now aware that
the outer ear plays an important role




“Diffuse It
Or Lose I1”

When Dr. Peter D’Antonio set out to
build his Maryland-based testing lab
and commercial studio, Under-
ground Sound, he wanted to do it
as scientifically as possible. So he
followed the guidelines of LEDE,™
the most sophisticated approach to
design. He made the front of his
control room absorbing, and used
irregular surfaces to make the back
wall diffusive—to scatter sound uni-
formly in every direction and over
all the frequencies in the audio spec-
trum. He was not impressed by the
result. It wasn’t trudy diffusive.
D'Antonio had been working in
the field of crystallography, and it
struck him that the glass diffraction
grating used in optics for over a
century could be imponant in acous-
tical design. So he constructed a
wooden Reflection Phase Grating™
(“RPG™"), determining the depth of
its “wells” according to mathemati-
cal number-theory sequences. “I'd

been involved with Time Delay Spec-
trometry using a TEF analyzer, and
that instrument enabled the eluci-
dation of the magical properties of
these reflection phase gratings,” says
D’Antonio. “My work with crystals
helped me to develop the mathe-
matical procedures to do this.”

D’Antonio built the first diffusor
in his garage, installed it in his stu-
dio, and was delighted when TEF
analysis revealed its incredible polar
distribution. In 1984, he presented
his ideas at the AES Convention.
Designer Bob Todrank was the first
to installthe system, inthe Oak Ridge
Boys' new studio. The results im-
pressed many. Thereafter, scientist
became manufacturer. Today you'll
find RPG diffusors in over 170 stu-
dios around the world.

Once he conquered the back of
the room, D’Antonio moved to the
front, and developed the Reflection-
Free Zone™ (“RFZ”). This led to
the creation of the Abffusor™, an
Absorption Phase Grating that re-
moves early reflections. D'Antonio

explains his goals: “We tried to fig-

ure out a way to have the sume
stereo image, no matter where you
are across the console. The RFZand
diffusors work together to make that
happen, and that bad to happen
because consoles and control rooms
are getting larger. The use of diffu
sors has followed the evolution of
control room design.”

Next, he wanted something to
vary room acoustics, and produced
his three-sided Triffusor™ (it's ab
sorptive, reflective or diffusive, de
pending on which side you face
outward). Because of the advent of
synthesizers, control rooms must pro-
duce very low frequencies; thus RPG
begat the Low Frequency Diftusor,™
an acoustic “subwoofer.”

RPG Systems’ newest releases
are the “designer diffusor series”
available in African mahogany, glass,
oak and colored lacquer. They've
introduced ceiling systems, t0o: a
series of diffusors that fit into a drop
ceiling grid, a popular item in
London.

D’Antonio comments, “Acoustics

—CONTINUED ON PAGE 236

The affordable solutionto AUTOMATION.

Final]y there is an inexpensive, simple-to-operate, modular, full featured Automation
System to retrofit any console at any budget. MidiMation, from JLCooper, gives your console all the
power and all the features previously only available as built-in features on a few megabuck consoles.
MAG! (Mixer Automation Gain Interface), MAGI VCA (dbx® VCAs), SAM (SMPTE AUTOMATION
MANAGER), SAMDisk 3.5" floppy sub-system, and MIDI MUTE truly constitute a breakthrough in
console automation.

Now, you can automate your studio starting for as little as $549. And, like all JLCooper
products, these grow with you — up to 56 channels! Buy only the features you need, as you need them,
and add to your MidiMation system as your needs change. Best of all, MAGI, MAGIVCA, SAM, SAMDisk,
and MIDI MUTE require no modification of your console.

= dbx is a registered trademark of the dbx Corp

MidiMation, affordable state-of-the-art automation.
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When asked to comment on the
LEDE status quo, Davis says, “I really
dislike the term ‘LEDE’ or saying ‘soft
stuff in the front and hard stuff in the
back.” We need to go through an edu-
cational process. We're dealing with
acoustics, dealing with things that
cause problems. And if we have all the
soft stuff in the world at the front to
prevent early reflections and all the
hard stuff on the back, OK, we've got
this great room. Then Joe Blow says, ‘1
want to see this 25-inch video moni-
tor” and sits it on top of the console,
and then the speakers bounce off this
thing. It gives him the same thing he
had before, when he had a hard front
room with an early reflection. So 1
give a lecture on every job so peo-
ple can understand each piece of
equipment and use that room more
efficiently.”

Studios Built Today for Tomorrow
We asked some of these top designers
to discuss some of their premier de-
signs, and explain why these facilities
represent the “new studio mentality.”

Bob Todrank speaks excitedly of the
Welk Music Group in Nashville, saying
it was an inexpensively built studio,
intended as a publishing company’s
demo facility. “It incorporates all the
latest in technology and design. It was
built on a budget, but it maintains all
characteristics that certainly will be
useful in ten or 15 years.” The Welk
Music Group was, according to Tod-
rank, the first place to incorporate the
low frequency diffusors developed by
RPG Systems.

John Storyk mentions three new
studios that “reflect major trends. We
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(R) The Welk Music Group’s Nashville studio, a 1,895-sq.-ft. 24-track facility designed in 1985 by Bob
Todrank, within a $375,000 budget. It contains four iso booths and a large control room. (L) Todrank
implemented LEDE™ concepts and used RPG™ broadband and low frequency diffusors. The all-dome
Boxer monitoring system was imported from London, installed along with the Neotek Elite console and
Otari analog tape machines.

built them for three different kinds of
recording industry people with totally
different needs, budgets and ambi

tions—ironically, they all came up with
similar rooms. They're bass-reinforced,
modified LEDE-type rooms, all with
RPG diffusors. These are New York-
style studios, sheetrock construction,
and inside existing buildings-—rooms
within rooms.” One of them is Def
Jam Studios (Manhattan), owned by
Run-DMC producer Rick Rubin. Lo

cated in the basement of Rubin’s five-
story brick townhouse, it has two small
iso/instrument booths, a large, sunken
control room, and miking capability in
every room of the house — including
the bathroom. The entire design
scheme is black (including black lac

quer RPG diffusors ) and the gear Rubin
and Storyk chose includes “UREI 813s
for semi-near-field monitoring, simple
analog tape machines and a Trident 80
board. It’s also video-ready.”

Leading national jingle producer Sid
Woloshin was used to working in big
New York rooms, where he led 24
piece orchestras every day. His new
Storvk-designed Avalon Studio, located
inan office building, reflects an entire
trend in the ad business—the shift
from live music to synthesized. His
facility, “a classic, small overdub stu-
dio with an instrument booth for four
people,” includes a complete rack of
MIDI gear, near-field monitoring sys-
tem, and 24-track analog machines.
“He hasn't used any other studio since
we finished it six months ago,” says
Storvk.

Steve Horlick’s Oasis Music, in a
midtown office building, is a “small,
customized composition suite with a

large control room, small overdub
booth, and no multi-track machine—
just Fairlights, MIDI equipment, a
couple of 2-tracks and near-field mon-
itoring with JBLs; the room is not too
involved, but heavily isolated.” Adds
Storyk, “All three ended up as relatively
small facilities, with large control
rooms that are composing rooms—
completely MIDI-wired and set up for
the future.”

Vin Gizzi tells of two recent major
projects: Greene Street Recording in
Manhattan’s Soho, and Power Play Stu-
dios in Long Island City. “Both are
designed with extremely solid wall/
floor/ceiling construction, not only
for soundproofing, but for internal
room performance. Nothing re-radiates
sound, for an absolute minimum of
harmonic distortion, for accurate mon-
itoring at very high levels. All our
rocms use RPG diffusors to provide a
very broad and accurate listening area.
All are architecturally designed, so
they’re not only operational, but spa-
ces with a future, with aesthetic value.
They all intend to be used for digital
recording, with air conditioners engi-
necred for the lowest possible NC
level.”

David Butler describes the new fa-
cility inhabited by Newbury Sound in
Boston, in which he installed his
moveable trap structures “and suc-
ceeded in damping down the reverb
time quite a bit. That studio is expand-
ing radically; we put in an Adams-Smith
synchronizing system and a JVC video
deck. They're doing some industrial
video work, some advertising, and jazz
players are coming there from New
York as well.”



be found instantly, because the new full-
size Sound Ideas catalogue provides
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Randy Sparks recently completed
work for the San Francisco Production
Group, a video production firm mov-
ing into audio-for-video; specifically,
rock music videos. SFPG's rooms have
implemented all the new techniques
—TEF analysis, RPG diffusors, and ab-
sorptive, fiber-covered fiberglass com-
position materials, developed by RLS
Acousticsbased on a concept originally
put forth by Russ Berger. Sparks says,
“We employed methods that have been
manifested as an outgrowth of the TDS
system research. We remodeled an
existing room, which happened to be
rectangular — typical for edit suites.
Because of the constraints of the exist-
ing building, we couldn’t implement
the type of geometry typically associ-
ated with areflection-free zone design.
But we established a reflection-free
zone through the appropriate use of
absorptive, reflective and diffusive
treatment, creating an accurate moni-
toring environment for a production
suite’s control room.”

Endora Studios in Los Angeles is
one of Lakeside Associates’ latest pro-
jects. Says Murray Kunis, “it’s a very
large complex, being completely gut-
ted, and it will be all digital, Neve/Mit-

NICE CURVES.

One look at the curves of
Orban’s 622B Parametric
Equalizer shows you its unusual
flexibility. But they only hint at
the 622B's satisfying musicality
that pleases thousands of users all
over the world. Features include:
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subishi technology. There will be two
control rooms and a machine room
for the computers and amplifiers. We
also did Lion Share here in Southern
California in 1980, one of the first stu-
dios to have a motorized louver sys-
tem in the ceiling. And we did Royal
Recorders [in Wisconsin], which also
has a motorized louver system. By cal-
culating the width opening of the trap,
you can say ‘put in this many systems,
this large, and this is how it will affect
the sound—rather than putting them
in randomly. With rooms getting small-
er, they don’t want the studios to have
adead, dry sound anymore. They want
it as live and open as possible. The
floor might be marble and all surfaces
hardwood or glass; it's easy to use mo-
torized louvers and sliding wall panels
todeaden the sound. It’s easier to take
a live room and make it sound dead,
than it is to take a dead room and
make it sound live.”

Dateline: 1997
(or: Speculation is Fun)
Ten years from now . . .

Murray Kunis: “We’'ll see separate
machine rooms, because hard-disk,
multi-track recording will be com-

boost/~40dB cut

or creative shaping
Orban Associates Inc.

mercially available by 1990. We'll see
integration of the console and the re-
corder in one unit; the Trident Di-An is
an intermediate step to that. You'll have
the console control surface in the stu-
dio and all the electronics in a remote
rack in the machine/computer room.
There will be that much fewer ma-
chines to deal with, which is nice from
an acoustical point of view.”

David Butler: “There will be true
tapeless studios, with mass storage
units, not disk systems. Every device
will have interior memory and any-
thing that isn’t prepared to go that way
will become obsolete. 1 think analog
is far from dead, and digitally con-
trolled analog is a more appropriate
use of technology. Many signals can
stay in the analog domain, much fur-
ther into the chain, and (so far) that
gives better sonic qualities. We'll see
much more specialization in studios,
because you can't be all things to all
people. Also, we'll see a return to more
acoustic instrumentation; people will
burn out on totally electronic sound.
Studios will need variable acoustics
because you will want to do some
really pure acoustic recording and will
want to accurately recreate a good

@ 4 bands/channel of powerful parametric EQ
(channels can be cascaded for 8-band
operation); Each band is adjustable for +16dB

@ Overlapping bands allow maximum flexibility to
deal with troublesome frequencies

@ “Constant-Q"" design emphasizes non-
interaction between EQ parameters

@ The perfect choice for corrective notch filtering

645 Bryant St.,

San Francisco, CA 94107 (415) 957-1067 Telex: 17-1480
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a large number of studio installa-
tions throughout the world, until
recently there have been no com-
mercial installations relying solely
on the Tube Trap concept for the
acoustic treatment for an entire
studio.

When Allen-Martin Productions
of Louisville, Kentucky, decided to
add a Synclavier studio to their al-
ready well-equipped facility consist
ing of a 24-track studio, two video
post-production rooms, anda 30x30
foot insert shooting stage, they de-
cided to employ the ASC technol-
ogy rather than a traditional ap-
proach. Allen-Martin is an estab-
lished production house offering
not only audio and video work, but
also jingle services to a variety of
clients, both local and national, in-
cluding such prestigious accounts
as Nationwide Insurance, Hyatt-Re-
gency, Wendy's and McDonalds, so
they carefully researched the Tube
Traps before giving the go-ahead
on the project. “At the 1986 AES
Convention in Los Angeles, I had
the chance to hear a pretty good
demonstration of the Tube Traps,”
notes company spokesperson Har-
dy Martin. “Before that, I was con-
sidering using some of them, but
afterwards, 1 decided to lay the
room out around them. I'm not an
acoustician as such, but I know
enough of the theories to get into
trouble,” he says with a laugh.
Actually, Martin got a good deal of
assistance from ASC engineer Art
Noxon, who suggested a placement
of 72 Tube Traps based on floor
plans and a videotape of the room.

“We didn’t have the luxury of
building from scratch,” Martin con-
tinues. “We had to build into an
existing space, and planned to use
the tubes from the start. The people
at ASC were more than willing to
provide as much helpas they could.
If we would have known the room
would turn out this well, we would
have done it sooner. We've had
nothing but compliments from cli-
ents about the sound of the room.
The word is getting out and we've
picked up work from Indianapolis
to Cincinnati. I'm surprised that
more people aren’t using the tubes.”

—G.P.

For “Satistaction Unparalled” you can’t’
beat the Platinumicombination of a
Hitmaking producer like Narada Michael
Walden and a: Humaking Studio Iike'
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playing environment.”

Chips Davis: “Mother Nature only
works one way so we'll still deal with
the same acoustical problems we deal
with today. The studio itself will be
very small, the control room’s size dic-
tated by the size of the production
staff. We'll have control rooms where
we can hear nuances, where we can
do three-dimensional mixing: we'll
mix front/back/left/right/up/down.
We'll have much better speakers, be-
cause speaker technology still has a
long way to go. Digital will be cleaned
up, as will the entire electronics chain.
Consoles will be much smaller—a
60-input console will sit in your lap.
Everything is done on synthesizers
now; maybe in ten years we won't be
able totell that strings are synthesized.
I'm going to mourn the loss of true
musicians, except for keyboard play-
ers. But unless government subsidizes
the arts and musicians, 1 think we’re
going to lose them.”

Steven Durr:“There will be two dif-
ferent kinds of studios: one that does
music recording, and one that does
everything else. I don't think control
room design will radically change, al-
though technology will, so control
rooms will improve due to that. As
long as people listen to music over
loudspeakers and over TV sets, basic
design concepts will pretty much re-
main the same. There will be better
speakers, digital consoles, more com-
puters, and I see people going backto
making live music.”

Randy Sparks: “The studio will be
one large control room that’s a per-
forming space too, and you’ll have a
high degree of control over the acous-
tic makeup of the space. You'll be able
to vary the acoustics, and in a steady-
state mode, you’ll have a very critical
monitoring environment. I think more
people will implement D’Antonio’s
low frequency diffusor design, and
there will be more research into more
efficient absorbing material. There
definitelywill be much more research
into loudspeaker design.”

Doug Jones: “One of my dreams is
for console manufacturers to come up
with something much smaller. The
acoustical effects of this huge piece of
furniture, stuck between you and the
speakers, are really difficult to deal
with. If we're going to make any real
improvements in design, that console
will have to go. Speakers will remain
pretty much the same. I'm not abig fan

—CONTINUED ON PAGE 236

LUNCHING - WITH - BONZAI

—FROM PAGE 39

tends, and he kicks you in the butt
when you really need it.

Bonzai: My first meeting gave me a
feeling of trust. He’s a man who knows
the real world.

Schwartz: He’s not with us every day,
but his office is in the same building
and he passes through a lot. He's a
man of wisdom. Our organization is
somewhat of a project for him.
Jacob: It’s like a master and apprentice
relationship.

Bonzai: And he’s not unwilling to take
a gamble now and then.

Jacob: True. He’s taken chances and
trusted us to make the decisions.

Bonzai: We might mention that he’s
taken a few chances on Mr. Bonzai
through the years, something I'm in-
debted to him for. Shall we not men-
tion his name?

Jacob: Let’s just refer to him as the
Chairman of the Board. And let’s not
forget Hillel, associate publisher and
marketing director, a partner who
came onboard eight years ago and has
the same enthusiasm and camaraderie.
Schwartz: He's a bit of a cosmic guy.
He and his brother ran the infamous
Straight Theater during the height of
the Haight-Ashbury days and at one
point he was the astrologer for Carlos
Santana, you know.

Jacob: He traveled with the band do-
ing forecasts for the concerts.

Bonzai: Now let’s look at some of the
bright moments in the history of Mix.
There must have been a few times
when you felt a surge of power, know-
ing that it was working.

Jacob: I first felt that when we pub-
lished our fifth anniversary issue. 1 saw
abig step being made by the company
at the time. We reached a point of
legitimacy in the industry. Most maga-
zines fail in the first year—they're easy
to start, but there’s a high death rate.
Five years is substantial, and ten years
is hard to believe.

Bonzai: I evaluate Mixon a personal
level, and as each year goes by, my job
gets easier. The magazine can really
open doors now.

Schwartz: We were fortunate in find-
ing something worthwhile to do,




something that people wanted, and
having the opportunity.

Bonzai: How about some of the dark
moments in Mix history?

Schwartz: Well, early on we realized
that we had to run the magazine as a
real business. From about our first year
through our. . .eighth year (laughs],
we found ourselves in some trouble
spots. In our fourth year, we were real-
ly scraping bottom.

Jacob: We owed more money than we
could imagine. We couldn’t even think
of the figures.

Bonzai: But you never missed one of
my checks.

Jacob: 1 don't think we ever missed
any paychecks.

Bonzai: And you know, that means a
lot to the little guy.

Schwartz: There’s a lot of loyalty at
Mix, and it’s the people that make it
work so well.

Jacob: A lot of our team found us,
rather than us finding them. They have
a real affinity for what we're doing, and
we all share the same vision.

Bonzai: Might I call it a professional
commune?

Schwartz: You might. ..you might
say we crack the whip lightly.

Jacob: And we like to have a nice
place to work. We've all worked at
places where we didn’t like it. In addi-
tion, we have very talented people who
like to think for themselves.

Bonzai: I remember one of my first
visits to Berkeley and there was a bar-
becue on the steps outside the office. 1
didn't realize it was a surprise party for
my birthday, just assumed this was part
of the Mix style—barbecues on Friday
afternoons.

Schwartz: It's not really a black tie
type of office. Being in Berkeley,
there’s a certain attitude, as well.

Bonzai: | also remember the creative
decor in the bathroom, papered with
publicity stills ranging from whip-
crazed-crazies to elderly fathers of the
diode.

Schwartz: We try to be creative in all
phases of the operation.

Jacob: I think one of the big strengths
of the company is that David and I
have a good partnership. After ten
years, it's amazing to me that we still
manage to get along so well. |

THE ULTIMATE

Consider this...

1
Solid State Logic 4000E with Total Recall.™
Studer and MCI (zape machines.
An advanced selectionof the latest outboard gear.
4

An extensive collection of vintage and modern microphones.

One of the country’s most acoustically advanced control rooms.

Aninternationally recognized engineering staff with numerous chart successes.

Free accommodations for eight with kitchen and bath.

Lowest SSL rates on the east coast.

NOW IS THERE
ANY OTHER CHOICE?

Visa and MasterCard accepted.

Normandy Sound

25 Market Street,Warren, Rhode Island 02885,401-247-0218

Circle #085 on Reader Service Card
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You won't find violins, saxophones or spinets at Martin. And
yet, were a music store. You won't find guitar strings, drumsticks
or sheet music, either. And yet, we're a music store.

We believe the very definition of a music store has com-
pletely changed today, thanks to microchips, MID! and the ex-
citing new directions of electronic instruments.

You'll find that kind of excitement in our handsome new
high-tech showroom and MIDI demo studio. Here, you can
explore the latest synthesizers, samplers, computers, soft-
ware, signal processors and recording equipment from lead-
ing manufacturers. In fact, you may feel a bit like akid in a
candy store.

But at Martin, we'll never treat you like one. The atmo-
sphere’s relaxed and professional, so we can take your music

as seriously as you do. You'll be guided by a small and
% rather personable group of experts who'll offer you all
the attention you'll need. And when youre ready to
7 n beencouraged towards a purchase, they'll quote
7 youprices that are also encouraging. Very en-
couraging.
/A\ Our service doesnt stop with the sale, either.
Martin's Product Specialists are always avail-
7 able to tell you how to get the most out of

7 )
! //\‘ your equipment. And should the equipment
: //;(y‘ itself ever appear at fault, the expert techni-
W \ 7 ciansin our in-store Service Department will
‘@\—/é" help set things right.

-Q\‘ o ) Martin even sponsors a con-
tinuing series of in-house

\ seminars in Synthesis, Sam-
N pling, Signal Processing

and Recording to help

you keep up with the latest

Il developments.

If all this sounds too good $
\\ to be true, i's only because you Q:\\C
haven't been here yet. @P\ (5\ 5
| So come and see the music store g \OG

; that's not for everyone. §\0

1 It's for you. <<

423 WEST 55-STREET NEW YORK, N.Y. 10019-4490
(212) 541-5900/T1LX971846

Circle #086 on Reader Service Card



All of the infor-
mation in the fol-
lowing directory
is based on
questionnaires
malied earlier
this year. Mix
does not take
responsibility for
the accuracy of
the information
supplied to us by
the companies
listed. We
encourage other
studio designers/
suppliers and
acoustical firms
to contact us, to
be included in
our next
directory.

1987 M

| X DIRECTORY

STUDI

DESIGNERS

and SUPPLIERS

- CONTENTS -
114 NORTHEAST STATES

124 SOUTHEAST STATES

128 NORTH CENTRAL STATES

131 SOUTHWEST STATES

135 SOUTHERN CALIFORNIA/HAWAII

139 NORTHWEST STATES

143 OUTSIDE U.S.

Mix listings procedure: Every month, Mix mails questionnaires o recording studios and/or
other vital facilities and services for the recording, sound and video production industries.
Basic listings (name, address, contact) are provided free of charge. Extended listings (equip-
ment, credits, specialization), and photographs or company iogos may be included at a
nominai charge. If you wouid like to be listed in a Mix Directory, write or cdll the Mix Directories
Department, 2608 Ninth Streer, Berkeley, CA 94710, (415) 843-770".

Upcoming Directory Deadlines:
North Central/Canadian Studics: August 40, 1987
Mastering, Pressing and Tape Duplication: September 3, 1987

Northwest Studios: October 4, 4

987

At left is The Edi-
son Recordin:
Studio, a division
of National
Video Center
Recording, in
New York City.
The studio, which
went online in
March, 1986,
features a spa-
cious 50 x 40 foot
environment
ideal for acous-
tic and orches-
tral recording
and a Tom
Hidley-designed
control room
with a §6-input
Solid State Logic
SL60A0 console
and 48-track
recording. Past
projects have
inciuded "The
Pride is Back”
jingle for Ply-
mouth Motors
and Kenny Rog-
ers for Dole
Pineapple.
Photo: Bo Parker
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LEGEND: SD: Studio Designer; AC: Acoustical Consulting; SES: Studio Equipment
Supply; El: Equipment Installation; MR: Maintenance/Repair Services; ER: Equipment

Rentals

NORTHEAST

ACOUSTIC SPACES INC.
SD, AC, EI, MR

H.V.M. Box 6219

Kingston, NY 12401

(914} 3311726

Owner: D. Vercelletto
Manager: Chnis Wasserbach

ACOUSTILOG, INC.

8D, AC, SES, EI, MR, ER
19 Mercer St.

New York, NY 10013
(212) 925-1365

ADVANCE MUSIC CENTRE, INC.
SD, AC, SES, EI, MR, ER
Upstairs, 44 Church St
Burlington, VT 05401

(802) 863-8652

Owner: Corporation

Manager: Peter B Wilder

AMERICAN AUDIO

AC, EI, ER

512 N. 10th St.

Reading, PA 19604

(215) 373-8160

Owner: Christopher M. Kane

ANDREWS AUDIO CONSULTANTS
8D, AC, SES, EIL ER

347 W, 39th St.

New York, NY

{212) 736-9570

Owner: David M. Andrews

ANGEVINE ACOUSTICAL CONSULTANTS, INC.
AC

1021 Maple St., PO Box 725
East Aurora, NY 14052
(716) 652-0282

APPLIED AUDIO

SD, AC, SES, El, MR, ER
PO Box 24799
Rochester, NY 14624
(716) 436-8475

Owner: Dan Suliivan
Manager: Seth Waltz

144 MIX, AUGUST 1987

SAM ASH MUSIC STORES
SES, MR, ER

1669 E. 13th St.

Brooklyn, NY 11229

(718) 645-3686

SAM ASH MUSIC STORES
SES, MR, ER

113-25 Queens Bivd.

Forest Hills, NY 11375

(718} 793-7983

SAM ASH MUSIC STORES
SES, MR, ER

124 Fulton Ave.
Hempstead, NY 11550
(800) 472-6274

{718) 347-7757

{516) 485-2151

SAM ASH MUSIC STORES
SES, MR, ER

447 Rte. 110

Huntington Station, NY 11747
(516) 421-9333

SAM ASH MUSIC STORES
SES, MR, ER

160 N. 48th St.

New York, NY 10036

(212) 719-2299

SAM ASH MUSIC STORES
SES, MR, ER

E. 50 Rte. #4

Paramus, NJ 07652

(201) 843-0119

SAM ASH MUSIC STORES
SES, MR, ER

178 Mamaroneck Ave.
White Plains, NY 10601
(914) 949-8448

ASTRA SERVICES
SES, EI, MR, ER

422 Rte. 206 S., Ste. 188
Somerville, NJ 08876
(201) 359-6014

Owner: Andrew Strauber

A/T SCHARFF RENTALS
ER

1619 Broadway

New York, NY 10019

{212) 582-7360

Owner: Peter Schartt, Josh Weisberg

AUDIO ENTERPRISE

SD, AC, EI, MR

R.D. #1, Box 314, Galen Hall Rd.
Reinholds, PA 17569

(215) 670-2688

Owner: Bill Thompson

AUDIO INNOVATORS DBA PRO COM SYSTEMS
8D, AC, SES, EI, MR, ER

5001 Baumn Bivd.

Pittsburgh, PA 15213

(412) 621-1950

Owner: Norman J. Cleary

Manager: Tim Benedict

AUDIO INTERNATIONAL
SD, AC, SES, EI, MR, ER
424 Grant Ave.

Scotch Plains, NJ 07076

(201) 322-4466

Owner: Warren C. Slaten

AUDIOFORCE INC.
ER

37 W. 20th St.

New York, NY 11731
(212) 741-0919
(800} 847-4123
Owner: Sid Zimet

AUDIOTECHNIQUES
8D, AC, SES, EI

1619 Broadway

New York, NY 10019

{212) 586-5989

Owner: Bob Berliner
Manager: Peggy Palombo

AURA SONIC LTD.

SD, SES, EI, ER

PO Box 791

Flushing, NY 11352

(718) 886-6500

Owner: Aura Sonic Ltd
Manager: Steven Remote

AUTERI ASSOCIATES, INC.

9 Henearly Dr.

Miller Place, NY 11764

{516} 331-5022

Owner: Robert P Auten
Manager: Nannette M. D'Angelo

AVTEC INDUSTRIES INC.
SES, EI

5 Audrey PL.

Fairfield, NJ 07006

{201) 882-9460

Owner: James Gore

AVTECS

MR, ER

619 Hungerford Dr.
Rockville, MD 20895
(301) 279-2500

Owner: Jim Priskell
Manager: George Weber

BENCHMARK ASSOCIATES WITH DOWNTOWN DESIGN
SD, AC

425 E. 63rd St.

New York, NY 10021

(212) 688-6262

Owner: Vin Gizzi

Services/Specialization: Architectural and acoustic design
for the recording industry. Complete planming and project
design, room acoustic design—computer-assisted optimiza-
tion of room geometry and proportions, diffuser and absorber
design, monitor alignment, specifications for isotation systems
and all construction materials, certiied LEDE™ design; prep-
aration of all construction drawings and specifications—archi-
tectural, acoustic and mechanical; interior design and furnish-
ings. Technical facitities design: conceptual planning; electro-
acoustic systems design and engineenng, video systems
design and engineering. Consulting services: acoustic lesting
and measuremnent—isolation, reverberation ime, TEF®; analy-
sis and solution of noise problems—air conditioning systemns,
noise control; computer-assisted room acoustics design. Typi-
cal projects: recording studios and control rooms; digital audio
faciities; audio-for-video facilities; video production stages
and control rooms; video editing facilities; radio and television
studios
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ECHO TIMES

AMPEX

Sms

An Agreement has been reached between
AMS and Ampex to share expertise and
jointly develop an interface for the AMS
AudioFile which permits simultaneous
cutting of audio whilst cutting picture.

The potential of incorporating AudioFile
into an on-line video editing suite has been
under investigation by the two companies
since initial discussions in August of last
year. Earlier in 1987, Ampex supplied
several customers in the United States with
AudioFile in order to attract comments and
suggestions for the implementation of the
control of AudioFile by the Ampex ACE
video editor. Response to date to the
approach has been very positive and both

AMS and Ampex will be showing the
benefits and savings attributed to the
technique for the first time at the Montreux
Television Symposium this June.

Major attractions of the technique mean that
any video edit will automatically produce
anaudio editand all audio segments will be
recorded on AudioFile’s hard disc with pre-
and post-roll prior to the in point and after
the out point. Should a video edit produce
an unacceptable audio edit, 'slop’ at the
beginning and end of all audio segments
can easily be slipped, at the time, until an
acceptable audio edit is established.
Although the ACE video editor will have
complete control of the AudioFile during
the video edit, the video editor does not
even need to be aware that he is assembling
audio edits. The nature of access to the hard
disc system means it does not slow down
the video editing processes at all and, of
course, the audio quality is preserved to the

highest standard. AudioFile may then be
employed by the same facility for audio
sweetening, or the audio edits can be
digitally data dumped onto a video cassette
and, along with an edit decision list,
transferred for re-loading onto another
AudioFile at any other specialist
sweetening facility.

Ampex will be supplying the AudioFile
system along with the specialist interface to
the ACE video editor and have recently
appointed Mr. Steve Krampf to head the
project. Steve Krampf is well known to
many members of the professional audio
community in the USA, as he was Vice
President, Sales and Marketing for Otari
tape recorders for seven years.

For any further information on video editor
interface to AudioFile please contact John
Emmas at the AMS head office or,
alternatively, Steve Krampf at Ampex in
Redwood City, CA on (415) 367-4140.
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THE AMS
STUDIO COMPUTER

The acquisition of Calrec by AMS promised
many advantages for both companies right
from the start. The majority of the
immediate advantages were described in
Echo Times number 9. The first
commercially available product will beon
display at the forthcoming APRS exhibition
in London - THE AMS STUDIO
COMPUTER.

TASC has been designed as both a console
automation system for the UA 8000 and a

F A CNC NN
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A UA 8000 Featuring the new A.M.S. Studio Computer.

machine management system for both
audio and video recorders.
The UA 8000 has continued to grow in
reputation following the purchase of the
console by some of the world’s leading
recording studios. Although many have
been left in no doubt concerning the
features, facilities and audio quality of the
UA 8000, the console automation options
open to a prospective purchaser have not
matched the calibre of the console itself.
Nothing currently in the marketplace could
turn the UA 8000 music recording console
into a music recording system. Hence
TASC.

TASC was designed using certain proven
computer hardware and software already
developed at AMS, along with invaluable
input from Calrec and freelance users, with
aview to building a studio computer system
which when combined with the UA 8000
would provide a very attractive option for
any studio.

Some of the features of TASC are briefly
describe below:

«Up to 8 M Bytes of battery supported
RAM can hold a large number of mixes
that are not lost on powerdown and are
available rapidly for comparison and
manipulation.

« Highly intelligent automation allows
mix updates to be inserted on any
channel ‘on the fly’ without creating
multiple mixes.

+ Mixes can be saved on inexpensive 3-5”
% M Byte floppy discs.

+ Tape Machine Automation.

+ Snapshot mixes.

« High resolution monitor.

+ Cuts are accurate to 1/10th. of a frame.

+ 80 channel capability.

# Very flexible fader grouping completely
under software control with any fader
being available for grouping to twolevels
with clear status display on a monitor.
Fader grouping can also be set on the
channel strips.

# Mixes can be run from a timecode-only
reference.

AMS would like to take this opportunity of
thanking a number of companies for their
help during the development of TASC: -

Audio FX, Hilton Sound, FWO Bauch,
Otari and certain individuals who prefer to
remain anonymous all freely contributed
their knowledge and experience.
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AQUDIOFILE
GETS CUT-AND-SPLICE

Cut-and-Splice editing is now available for
AMS AudioFile.

This feature is the latest software addition
to AMS AudioFile and provides the
capability of editing the spoken word or
music ina way that parallels the editing of
documents by a word processor.

Not only can ‘ums’ and ‘ers’ rapidly be
removed from dialogue but gaps between
words can be inserted or lengthened, or
complete new words or sentences can be
introduced.

During April, thirteen people, all AudioFile
users with a vested interest in CD mastering,
visited AMS to try for themselves a version
of Cut-and-Splice stereo editing. The
AudioFile owners with experience of the
system were very impressed with the
editing page presented to them for their
criticism and were confident that this
approach would produce better results
more quickly and with greater flexibility
than conventional digital tape based
techniques.

As well as the operational advantages that
were identified, an AudioFile package can
also cost less than equipping a studio with
a tape based dub editing package.

As is normally the case with such
developments, refinements and
enhancements will continue to be made.
The software package will be on general
release following its introduction at the
APRS exhibition in London during June.

LONDON CUTTING

ROOMS GO FOR
AUDIOFILE

The new Cut-and-Splice page for
AudioFile has attracted several of
London’s leading mastering facilities to
purchase AudioFile for CD mastering.
As well as offering a fast and accurate
method of editing audio, AudioFile also
has digital interfaces available which will
cope with the majority of digital masters
delivered to any cutting room.

Tape One, reputedly one of the world’s
leading mastering facilities, is intent on
becoming the world’s first totally digital
hard disc mastering facility. To this end
an AudioFile system is being combined
with a new Neve DTC digital console.
Mr. Bill Foster and Mr. Barry Ainsworth
of Tape One stated: ‘Tape One were faced
with several options once the decision had
been made to take advantage of an all
digital approach to mastering
incorporating hard disc technology.
Choosing the AMS/Neve route will permit
two products, that have been individually
proved, to come together as a system -
both products already having enjoyed the
benefits of considerable user feedback.’
Among four other customers who have

examined the Cut-and-Splice page of
AudioFile in London and made decisions
to purchase is Mr. Adam Skeaping of The
Digital Editing Company Ltd., Adam
summed up his decision as follows: ‘I have
always been convinced that digital audio
editing should be electronic based on hard
disc technology and not dub editing on
magnetic tape. I have carefully watched
the progress of many companies in this
direction and at the end of 1986 I became
sufficiently convinced of the capabilities
of the AMS AudioFile that I decided to
build a facility round one.’

AMS are delighted to add this latest group
of customers to their user lists and feel that
this calibre of customer will continue to
make a positive contribution to the
development of new pages like Cut-and-
Splice which will be available to all
AudioFile owners.

AUDIOFILE
NOW RENTS

AMS AudioFile is now available for rental
from two of London’s major and best known
rental companies, AUDIO FX and HILTON
SOUND.

Recent enhancements and new features
have made AudioFile an attractive
proposition for project work and for those
not in a position to purchase, the option of
renting is now available.

Both Audio FX and Hilton Sound will have
the ability to offer 701 data dump with
AudioFile which permits a master copy of
all AudioFile hard disc recordings to be
archived on video tape.

The AudioFiles for rent will always feature
the latest and most up-to-date software and
hardware and can be supplied to perform
any of the current applications already
being undertaken by AudioFiles in the
field.

AudioFX ........ccoceinenns
Hilton Sound ...............

01-482-1440
01-708-0483

UA 8000

APRS

London’s 1987 Association of Professional
Recording Studios (APRS) exhibition will
be the premiere showing of the ‘Calrec by
AMS’ UA 8000 music recording console
and automation system.

Although the console has already been
installed in a handful of the world’s most
prestigious locations, the UA 8000 has
never been displayed to the recording
industry at a professional convention
before.

The console’s stature is underlined when
you consider that no-one who has tested the
audio performance of the console has found
fault with the statement that ‘“The UA 8000
is the world's best sounding music
recording console.’

The UA 8000 that will be exhibited is a 64
channel console and will feature TASC, The
AMS Studio Computer.

Interest in the UA 8000 has been steadily
growing over the past 12 months and now,
with the addition of TASC, an integrated
studio system is available which has
resulted in an unprecedented number of
serious purchase enquiries.

Although confident that many of these
enquiries should translate into firm orders,
an already very full order book for broadcast
consoles and other products means only a
few production slots remain in 1987. This
factor alone will ensure that for the time
being the UA 8000 recording system will
remain an exclusive item available to only
a small section of our industry.

The move for Calrec from Hebden Bridge to
the AMS headquarters in Burnley is on
schedule for late summer. The relocation
will provide 22,000 square feet of additional
engineering and manufacturing area.

The 22,000 square fool extension on schedule for late summer 10 accommodate the Calrec Manufacturing Section.




BBC OB WITH 112 INPUT CALREC CONSOLE
GOES INTO SERVICE

S ! s ) 3

The BBC's MSCV outside the A.M.S. Headquarters.

= 2

THE POD

for documents or scripts.

solo controls.

capability

from AMS upon request.

The Pod is a newly introduced work station
for housing the AMS AudioFile control
surface and is available in three forms.

Firstly, the Pod can be supplied as a
workstation incorporating an author's desk

Inthe Sub Mix Pod the author’s desk section
is replaced by an 8 into 2 submixer complete
with two channels of selectable mic/line
input - all channels incorporating panand

Finally, a full Mini Mixer Pod is available
incorporating the very successful Calrec
Mini Mixer offering full equalisation

Specifications and dimensions are available

The BBC's latest and most prestigious
Outside Broadcast vehicle went into service
for the first time with the recent production
of the Humanitarian Awards programme.
Before being tried out at the Country Music
Festival held at London’s Wembley Arena,
the vehicle, which houses a 112 input
Calrec digitally assignable console, had
been undergoing acceptance tests by the
BBC at Calrec’s Hebden Bridge factory. The
vehicle is the BBC's Master Sound Control
Vehicle and it is intended to be used on all
outside broadcast applications, ranging
from Royal weddings to concerts at the
Royal Albert Hall, where audio takes a high
profile.

The console has been supplied with Total
Instant Reset and no less than 30 complete
console set-ups can be recalled at the push
of a button allowing just one console and
one operator to do work which would
previously have demanded several mixing
consoles and several operators.

As well as offering Total Instant Reset, the
console also offers significant space saving
when compared with conventional mixing
consoles allowing it to be mounted across
the width of the vehicle with all 112 input
channels easily accessible from the
operator’s chair.

This is the second digitally assignable
console supplied by Calrec, the first being
an 84 channel system delivered at the end
of 1986 to Thames Television in London.

The Sub Mix Pod,
one of three new'
workstations for

AudioFile

herve”

THE BRIDGE

The Bridge is undoubtedly London's
newest studio complex featuring a
catalogue of equipment and personnel that
is, to say the very least, extremely
impressive.

The concept has been turned into reality by
a seasoned campaigner who still describes
himself as ‘always having been a sound
man’ - Mr Robbie Weston. Robbie's
history includes spells at Radio
Luxembourg, Capital Radio and Molinaire
before, along with a couple of partners,
starting his own facility of Silk Sound in
1978.

{

The same partnership, which continues tc
successfully run Silk Sound, decided some
two years ago to develop the concept of
what they describe as ‘the ultimate facility’.
This facility would be a complex of two
studios, no more no less, designed in the
most thorough engineering terms.
enfertaining no compromises at any level
and being based on the very best equipment
available in the form of working and praven
technology.

Adopting this philosophy entailed
equipping two rooms with Solid State Logic
mixing consoles and computer systems
alongside the new and highly praised
Stader A820 multitrack recorders. The

choice so far would raise no eyebrows. To
include in the heart of this formula two
AMS AudioFile hard disc systemns may well
call for a little explanation!

A.M.S.: Silk Sound were among the first
wave of London studios to buy and explore
the potential of the AMS AudioFile hard
disc system (see Echo Times number 7) -
Was that a simple decision to make?

Robbie Weston: The decision was neither
hard norsimple, it was a logical one. If you
examine how the industry has developed
you can see it was a logical choice.
Although my life has revolved around
audio, I alwaysknew when Silk Sound was



The Bridge. featuring two AudioFiles and two SSL Consoles.

started that we would move into video post
production, and even from the beginning
planned and worked on a sound effects
library for that purpose.

I also always believed that one day
technology would putastop to the solution
of synchronizing sound with picture by
employing rooms full of looped mag
machines nursed by hoards of people
beavering away in back rooms. The first
glimpse of light at the end of that tunnel
came with the Audio Kinetics "‘Q Lock™’
system. In the early days there was Silk,
CTCV and Molinaire working with a
synchroniser, a 24 track tape recorder and
video - and very few others that I recall.

So you consider the
synchroniser/multitrack/video recorder
route as the first step in synchronizing
sound to video picture?

Yes I do. You have to be careful
though, because the professional approach
requires investment in 1” video, every form
of Nagra pulsing, multi-standard timecode
operation etc, etc, so aclient can bring you
anything and go away with a result he is
happy with.

And the next step?

The one big disadvantage that has

plagued audio post production for video
using synchronisers and multitracks has
been that there is no easy way to slip audio
tracks on a multitrack recorder.
You can'tjust advance or retard by 5 frames
quickly. If someone wanted to advance two
or three spoken words in a paragraph by 5
frames it was a nightmare and that is where
film people could always say - aha - that
could be done in afew seconds on film. That
is why AudioFile is so attractive and
represents the missing link in the process as
slipping tracks and even bouncing tracks is
something that AudioFile can do so very
easily.

You say AudioFile, but did you
consider any of the other hard disc based
systems that are being heavily promoted
currently?

We looked at all sorts of
documentation and took in demonstrations
whenever possible. In one presentation of
a certain system the first thing that was

shown was how the system could take a
selection of vowels and consonants from
spoken word and after a period of
manipulation the system could synthesise
the word ERIC! That sort of thing is so far
from the mark of what we needed it was
unbelievable and all for 3 times the price of
AudioFile!

Since we started looking for a hard disc
audio system no other company has even
proposed a unit that looks as if it can
perform the fundamentals of AudioFile -
let alone demonstrate it. Many of the
companies looking at hard disc based
systems today seem to have difficulty
defining exactly what it is they are wanting
their system to do for the person who buys
it.

With AudioFile it is different. A one minute
demonstration can capture your
imagination and shows you immediately
just what a workhorse AudioFile can be,
whether preparing material for radio or in
conjunction with pictures.

A one minute demonstration should make
you realise how cumbersome and hit and
miss a process working with an events
controller, carts, turntables and tape
machine is.

: Surely you still see a place in your
studio for tape machines though?

R.W.: Oh yes, but a lot of them can be
replaced. The key to getting involved with
AudioFile is that not only can it do a better
job than anything we have had before, but
it also costs less.

A.M.5.: Can you explain that?

W.: The sums show that the money that

was needed to equip with cart players is
about the same, if not slightly more, than
equipping with AudioFile. So, forgetting
all the other benefits of AudioFile my cart
machine budget has literally bought me a
better solution.
I worked out that | would have needed two
triple stack cart players, noise reduction for
both, an ITC 99 to give reasonable cart
recording, noise reduction on that, acouple
of ¥4 " machines for playing in other tapes,
ideally these machines should be
synchronized, and so it goes on!

= So how do you answer the question
when someone comes into the Bridge and
sees AudioFiles mounted in the centre of
Solid State Logic consoles and says to you
- “You told me you would have the
ultimate facility based around tried and
proven technology?’’

I'd tell him that is exactly what he is

looking at. AudioFile holds no magic for us.
Don’t forget we have had experience of one
for almost twelve months now and we have
had the opportunity to see the system grow
in potential and capability. AudioFile
performs a set of specific functions very very
well, it also does certain things that are
almost impossible with other equipment.
Anyone who starts by considering replacing
acartstack, as we did, will soon see the host
of additional benefits the system offers
beyond simple triggering of effects - and
of course the system’s functions continue to
expand - which is a hidden bonus.
We considered the two AudioFiles we
bought as actually less of a novel and
unpredictable choice than some of the
cassette machines we looked at!

o Press

TERRY MacDONALD

MacDonald Recording Co.

Seattle, Washington

I am a true believer! We installed Audiofile in
my little 8-track studio, and it has been every-
thing I dreamed it would be. . .we have been
using Audiofile for radio commercials, pre-
production TV audio, video sweetening, in-
dustrial film sync work, in short—for every-
thing in sound. And if a small studio like mine
can see this system pay off, it has real potential
for any studio in the world. Audiofile is paying
off and knocking producers off their chairs.”
BILL MARINO, KEN HAHN, Sync Sound
New York, NY

”Sync Sound has recently taken delivery of
the city’s first Audiofile. A four hour system, it
is the largest ordered in the U.S. so far. Bill
expects his clients familiar with film tech-
niques to be comfortable with Audiofile im-
mediately. He expects the speed and flexibility
of Audiofile to impress people in the mix as
well. Audiofile is fairly intuitive. The system
really works! I have maybe six hours experi-
ence and I could get the job done now.”
SPOKESPERSON, Chicago Recording Co.
Chicago, Ilinois

“We have been using the Audiofile for all forms
of audio and TV. For TV in particular, it has
dramatically sped up the time it took to get
the job done. It made our video post-produc-
tion much more efficient than a tape based
system. We believe that the end product in
time saved and quality is superior over a film
mix. It’s a great product—I wish every room
had one.”

JOHN BENDER, Editel

Chicago, Illinois

(Editel was the very first Audiofile buyer in
the U.S.) “It does save time in a session. Clients
can’t believe how fast it is. It gives them more
creative license. Timing and flexibility is a big
thing. Sound editors, agency people love the
Audiofile. They can try so many things so
quickly with it. The best thing about it is that
it is faster than traditional methods and you
don’t have to sacrifice anything, you will only
gain in quality.”

U.S.A.: AMS — Harris Sound Inc., 6640 Sun-
set Blvd., Suite 110, Hollywood, CA 90028. Tel.
(213) 469-3500; E-mail IMC 714.

U.S.A.: Calrec by AMS - Calrec by AMS, P.O. Box
31864, Seattle, WA 98103 - 1864
Tel: (206) 633 1956. CONTACT: Nigel Branwell.

Canada: Manta Electronics Group. 204 King Street
East. Toronto. Ontario. M5A 1j7. Tel: (416) 868 0513.
Telex: 06218665. CONTACT: Marshall Freund.

E -
A
N/
Advanced Music Systems,
AMS Industries plc, Burnley, Lancs.
BB11 5ES. Tel: (0282) 57011.
Telex: 63108 AMS-G. Fax: (0282) 39542.
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The Queen's Award for Export Achievement
tu Edendeck Lid. 1984/85 and AMS Industries plc 1986,

In July 1983 Edendeck Ltd. became AMS Industries plc.
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Benchmark Associates
with Downtown Design

BENCHMARK ASSOCIATES WITH DOWNTOWN DESIGN
New York, NY

STEVE BLAKE DESIGN

SO, AC

6 Bird Lane

Sharon, MA 02067

{617) 784-2543

Owner: Steve Blake

Services/Specialization: Acoustical consulting, LEDE™ con-
trol room design, TEF® analysis, LEDR™ stereoimagery analy-
sis. MIDI/audio/video synchronization and systermn design. Mac-
intosh-aided design, plans and consultation can be transmit-
ted by modem. Clients include: Long View Farm, North Brook-
field, MA; Megaphone, Portland, ME; Celebration Sounds,
Pawtucket, RI; Kevin Tracey Productions, Manchester. NH;
Hoyt & Walker, Little Rock, AK; Video One, Boston; Chedd/
Angier Productions, Watertown, MA; Natyral Sound, Leomin-
ster, MA; In House Productions, Cambridge, MA; Polymedia,
Boston; Estabrook Hall, Clark University; Audio Matrix, Cam-
bridge, MA; Studio Tracks, Wayland, MA; Newbury Sound,
Boston.

BRIAN GUITARS MUSIC CENTER
SES

61 Amity Rd.

New Haven, CT 06525

(203) 387-4492

Owner: Brian Cohen

BURLINGTON AUDIO TAPES
SES

106 Mott St.

Oceanside, NY 11572

(516) 678-4414

Owner: Ruth Schwartz

C & C STUDIOS. . . AUDIO/VIDEQO SPECIALTIES

SO

RD #1, Box 581-A
Glassboro, NJ 08028
(609) 881-7645

Owner: Ed Candelora, Jr.
Manager: Terri Candelora

CAPE COD AUDIO

SD, AC, SES, Eil, MR, ER
80 Enterprise Rd.
Hyannis, MA 02601

(617) 7751710

Owner: Chip Davis

CAPRON INCORPORATED
AC, MR, ER

278 West St.

Needham, MA 02194

(617) 444-8850

Owner: James L. Warwick

JA CARPENTER (CINE)
SES

PO Box 1321

Meadville, PA 16335

CAVANAUGH TOCCI ASSOCIATES, INC.
AC

327 F Boston Post Rd.
Sudbury, MA 01776
(617) 443-7671
Manager: Tony Hoover

COLOR LEASING STUDIOS
8D, SES, EIl ER

330 Rt. 46

Fairfield, NJ 07006

(201) 575-m8

Manager: Jack Berberian

COMCAST SOUND COMMUNICATIONS, INC.
SES, El, MR

15 Andover Dr.

West Hartford, CT 06110

(203) 527-9104

Manager: Albert Czaphnski, David L Isabell

CARL CORNELL AUDIO
SO, AC, EI, MR

669 Beahan Rd.
Rochester, NY 14624
{716) 328-1152

Owner: Carl Cornell

CREATIVE VIDEO ENGINEERING, INC.
SO, El, MR

47 Crystal Cove Ave.

Winthrop, MA 02152

{617} 846-7899

Owner: Jeff Gerow

CSE AUDIO

SD, AC, SES, EI, MR, ER

1200 A Scottsville Rd., Ste. 370
Rochester, NY 14624

(716} 436-9830

Owner: Craig Fennessy
Manager: Ethan Porter

CYNC CORP.

SD, AC, SES, EI, MR
1482 Beacon St.
Brookline, MA 02146
(617) 277-4317

Owner: Alan Lery
Manager: Robert Lamm

AW. D'ALESSIO ASSOCIATES
8D, AC

330 E. 39th St.

New York, NY 10016

(212} 692-9777

b

ENGINEERING

DB ENGINEERING AND AUDIO/
NEW ENGLAND EQUIPMENT EXCHANGE
Boston, MA

DB ENGINEERING AND AUDIO/

NEW ENGLAND EQUIPMENT EXCHANGE

SD, AC, SES, EI, MR

161 Massachusetts Ave., Ste. 204

Boston, MA 02115

(617) 262-0155

(617) 262-031

Owner: David Butler

Services/Specialization: (Factory Authonzed Otan Service
Center) The most iInnovative concept in the audio/video in-
dustry Under the same roof one finds two top-notch, special-
ized companies making every possible combination of serv-
ices available through the same phone call db Engineering
and Audio provides expert systems/acoustical design and
excellent technical assistance (repairs, upgrades, modifica-
tions, installations and 24-hour on-call maintenance pro-

grams). Their engineering personnel offer blueprinting, con-
sultations and actual “hands-on” work. New England Equip-
ment Exchange is the best option when buying major pro
lines and/or high-quality used equipment. Quite simply, you
get more than you expect. They help turn your old gear into
cash, find a way to make the system fit your budget and even
hetp with financing. A wide setection of vintage microphones
and knowledgeable sales staff make business a pleasure.
Once you've experienced a truly professional, full-service
organization you'll never go elsewhere.

bl

ELECTRONIC
ACOUSTIC
RESEARCH
SYSTEMS

E.A.R.S.(ELECTRONIC ACOUSTIC RESEARCH SYSTEMS)
Boston, MA

E.AR.S.(ELECTRONIC ACOUSTIC RESEARCH SYSTEMS)
SO, AC, SES, EI, MR

3 Hanson St.

Boston, MA 02118

(617) 423-9565

Owner: Rob Rosati

Services/Specialization: Contact: Rob Rosati, Joe Cuneo, Mi-
chael Corbett. EAR.S. is a full service company tor the audio
and video fields. A firm of experienced professionals in all
areas of audio, we spec alize in the design of control rooms,
studios, post-production facilities, theaters and sound rein-
forcement systems. The electronics division offers equipment
design, maintenance, modification and installation, including
power and grounding schemes. Computer Aded Design
techniques are used extensively In our acoustics division 10
provide complete facility planning or modifications. EAR.S.
manufactures a variable acoustic wall systemn (VARA-WALL™),
acoustical panels, control room monitoring system (3Bi-
EARS™)}, and custom electronic devives. We are also a distri-
butor of an extensive line of audio electronic equipment and
acoustical materals. Credits: Blackbeard Studios, Bon Jow,
Boston, Club New England, Downtown Recorders, Full Sail
Center for the Recording Arts, Barry Goudreau Studios, Judas
Priest, Majestic Theatre, Musitech Productions, Newbury
Sound, Soundscape Productions, Spyro Gyra, Starke Lake
Studios, Top of the Hub Discotheque, Pat Travers, elcetera.

EASTERN STANDARD PRODUCTIONS, INC.
ER

26 Baxter St.

Buffalo, NY 14207

(716) 876-1454

IMERO FIORENTINO ASSOCIATES
SO

44 W. 63rd St

New York, NY 10023

(212} 246-0600

PAUL FOWLIE AUDIO ENGINEERING
El, MR

66 Oaknidge Rd.

West Orange, NJ 07052

{201) 669-0707

Owner: Paul Fowlie

CHRIS GATELY AUDIO SERVICES
El, MR, ER

PO Box 526

Bryn Mawr, PA 19010

(215) 525-3605

Ovimer: Christopher D. Gately
Manager: £D. Katz
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GATES SERVICE GROUP

14 Edgewood Ave.
Natick, MA 01760
(617) 655-1180

PETER GEORGE ASSOCIATES, INC.
SD, AC

34 W 17th St.

New York, NY 10011

(212) 243-8600

Owner: PJ George

CLIFF GOVIER ASSOCIATES

SD, AC, SES, El, MR, ER

196 Pinehurst Ave.

New York, NY 10033

(212) 795-277

Owner: Cliff Govier

Manager: Peter Dahlstrom

Services/Specialization: Audio and video studto services in-
clude. 1-Complete turnkey packages for new faciliies 2
Expansion, modification, troubleshooting and documentation
for existing systems. 3-CAD/CAM design and documentation.
4-Systems maintenance and repars 5- Service contracts.
6-Acoustical and architectural design and consuitation availa
ble 7-Custom fabrications in cabinetry and metal work. 8-
HVA C nstailation and maintenance 9-Mobile, RVand yacht
specialists

HILBERT & ASSOCIATES CONCERT HALL AND THEATER
CONSULTANTS

AC

1140 Broadway, Ste. 1007

New York, NY 10001

{212) 213-0085

Owner: Igor Hilber!

R.H. HOLLAND DESIGNERS
SD, AC, SES, EI, MR

335 W. 76th St, Ste. 4A

New York, NY 10023

{212) 580-2325

Owner: Vander Hilst
Manager: Robert Vander Hilst
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If ears could talk, they'd scream for SONEX.

NORTHEAS

STUDIO
B

—OlGINERS
& SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; EI: Equipment
Installation, MR: Maintenance/Repair Services, ER:
Equipment Rentals

HOT HOUSE PRODUCTIONS

SD, AC, SES, EI

RD. 1, Box 362A

Highland, NY 12528

(914) 691-6077, 11am-6pm

Owner: Richard Rose

Services/Specialization: We are a small organization special-
1z7ing 1n close personal client relations Our product line 1s
charactenized by equipment we have found to be the most
tunctional, cost-effective and reliable In addition to the broad
range of products offered, we provide systemdesign, installa-
tion and mantenance for the pro and semi-pro recording
studio, disco, sound reintorcement, electronic musician and
home audiophile. Qur recording studio/demonstration facility
1s available for equipment evaluation by appointment only
TANNOY/KIMBER KABLE/PERREAUX/FM Acoustics/TETRA
STAND/ASC TUBE TRAP/ANECHOA ABSORBER custom
state-of-the-art studio monitor systems. ADA, Adams-Smith,
AKG, Alesis, Allen & Heath, Aphex, Astatic, Audio Logic, BBE,
Beyer, Brooke-Siren, Celestion, Crown, dbx, DDA, Digitech,
DNR, Drew Y-Expressor, EAW, Emilar, Eventide, EXR, Fane,
Fostex, Gatex, Goldline, GT Electronics, Hartley, Hill, HME,
JBL, Klark-Teknik, Kyocera, Lexicon, LofTech, Marshall Elec-

>

RS.

The only patented acoustic foam with a spegially sculptured anechoic design can replace
traditional studio materials for a fraction of the cost. SONEX absorbs sound, controls
reverb, eliminates stray retlections, and kills standing waves. What's left is true sound.
Your ears know: Listen to them. Simple to apply and economical to buy, SONEX hlends
with almost any decor and looks clean, sharp, professional. Call or write s for all the

facts and prices.

SONEX is manufactured by [bruck and distribured
exclusively to the pro sound industry by Alpha Audio.

AlphaAudio.

049 West Broad Street
Richmond, Virginia 23220 (804) 358-3852

Acoustic Products for the Audio Industry
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Breathin’ fire into the music

HOT HOUSE PRODUCTIONS
Highland, NY

tronics, Milab, Nakamichi, Onkyo, Orban, Otari, Rane, Roland
CPE Edit/Automation Systems, SCS, Sennheiser, Shure,
Soundcratt, Soundtracks, Studer-Revox, SWA, Swintek, Syme-
trix, Tandberg, Telex, Thorens, UREI, Valley People and York-
ville Sound

HP ELECTRONICS, INC.
SES, EI

9 Newburg Ave.
Baltimore, MD 21228
(301} 744-4077

Owner: Martin B. Philip

ICE ASSOCIATES, INC.
SD, AC, SES, EI

Ste. LL-40, One Bala Plaza
Bala Cynwyd, PA 19004
(215) 668-0714

Manager: Sandy Martin

IMMEDIA A-V CONCEPTS
SES, EI, MR, ER

11 Catherine St.
Worcester, MA 01605

(617) 791-3366

Owner: Gerard Kopoyan

INNOVATIVE ENGINEERING

MR

382 Commonwealth Ave., Apt. #22
Boston, MA 02115

(617) 536-5285

(617) 262-0155

Owner: Michael Lamelza

KBl SYTEMS

SD, AC, SES, El, MR, ER
177 Mill Ln.
Mountainside, NJ 07092
{201) 654-3600

Owner: Bob Sneed
Manager: Joseph Vangieri

KEILYN ENGINEERING
SD, AC, El, MR, ER
RD #8, Box 132
Somerset, PA 15501
{814) 445-7143

(814) 893-5179

Owner: Kevin Custer
Manager: Brian Fritz

LARK ELECTRONICS
AC, El, MR, ER

3549 Rt. 22
Somerville, NJ 08876
{201) 534-9664
Owner: Robin Gamble
Manager: John Kayr

JIM MAHER/STUDIO DESIGN & CONSTRUCTION
712 Ave. Y

Brooklyn, NY 11235

(718) 332-6534



Mix BOOKSHELF

] RECORDING INDUSTRY RESOURCES DIRECT TO YOU ]

Our new summer selection
includes. . .

B Over 350 Music Software Programs
for composing, music printing, sequencing, producing

B Professional Sound Effects Libraries
high quality analog & digital recordings

B Instructional Video Cassettes
for performance and programming

B Audio Cassette Trainin% Courses
for songwriting, music business info, auditory perception skills & more

B Over 250 professional, technical, business and reference pubiications
B And more....

Mix Bookshelf offers the most comprehensive selection of professional resources available for
the recording, audio, video, music and broadcast industries. Call or write for our free catalog
listings of over 600 products.

WPRODUCTION W PERFORMANCE B BUSINESS B COMPOSITION

B A&R: WHATITIS, WHATITISN'T B AUDIO IN MEDIA B AUDIO PRODUCTION TECHNIQUES FOR VIDEO B AUDIO
SWEETENING FOR FILM AND TELEVISION B AUDITORY PERCEPTION COURSE B BUILDING A RECORDING STUDIO
B CASIO CZ BOOK B COMPLETE GUIDE TO MIDI SOFTWARE B CRAFT OF LYRIC WRITING B CRITICAL LISTENING
COURSE H DIGITAL AUDIO ENGINEERING; AN ANTHOLOGY B DIGITAL DELAY HANDBOOK B ELECTRONIC
CINEMATOGRAPHY B ELECTRONIC DRUMS 8 ELECTRONIC POST-PRODUCTION 8 GETTING THE MOST OUT OF
YOUR CASIO CZ101 B GETTING THEMOST OUT OF YOURROLAND ALPHA JUNO B THE NEW AUDIO CYCLOPEDIA
HANDBOOK FOR SOUND ENGINEERS B HIBERNETICS: A GUIDE TO RADIO RATINGS AND RESEARCH B HOW TO
MAKE AND SELL YOUR OWN RECORD B INDEPENDENT FILM & VIDEOMAKERS GUIDE B INTRODUCTION TO
PROFESSIONAL RECORDING TECHNIQUES 8 JACO PASTORIUS, MODERN ELECTRIC BASS B JOHN SCOFIELD, ON
IMPROVISATION B LARRY CARLTON, SURE-FINGERED GUITARIST @ MAKING MUSIC; THE GUIDE TO WRITING,
PERFORMING AND RECORDING B MAKING SOUND STUDIO DEALS B MIDI FOR MUSICIANS B MIDI IMPLEMEN-
TATION BOOK B MIDI RESOURCE B MIX ANNUAL DIRECTORY OF RECORDING INDUSTRY FACILITIES AND
SERVICES B MUSIC IN ADVERTISING B MUSICAL STRUCTURE AND COGNITION 8 THE NEW COMPLETE SYNTHE-
SIZER @ THE PLATINUM RAINBOW B THE PROFESSIONAL LIGHTING HANDBOOK B THE RECORDING STUDIO
HANDBOOK B REFERENCE DATA FOR ENGINEERS B SIGHT, SOUND & MOTION: APPLIED MEDIA AESTHETICS B
SOUND ENGINEER SELF STUDY COURSE, ADVANCED LESSONS B SOUND IDEAS SERIES 1000 @ SOUND IDEAS
SERIES 2000 @ SUCCESSFUL SOUND SYSTEM OPERATION B SYNTHESIST’S GUIDE TO ACOUSTIC INSTRUMENTS @
THIS BUSINESS OF MUSIC B 3M MODEL 6300 EAR PROTECTORS 8 UNDERSTANDING MIDI B VIDEO CAMERAS:
THEORY & SERVICING @ VIDEO ELECTRONICS TECHNOLOGY B VIDEO IN THE ’‘80s; EMERGING USES FOR
TELEVISION B THE VIDEO PRODUCTION GUIDE B 757 SOUNDS FOR THE YAMAHA DX7 B CAGED ARTIST EDITOR/
LIBRARIAN PROGRAMS B CASIO PROGRAMMER LIBRARIAN B DX DROID B DX EDITOR/LIBRARIAN B ENSONIQ
MIRAGE SOUND DISK SETS B HYBRID ARTS PATCH LIBRARIANS B LEADSHEETER B MIDI PRO TOOL KIT B
MIDIMAC SEQUENCER B MIRAGE AND PROPHET SONIC EDITORS @ MUSIC WRITER “64"" 8 PROFESSIONAL
COMPOSER—MIDI B SEQUENCER PLUS # SES DX EDITOR B SOFTSYNTH B TEXTURE B TX216/816 LIBRARIAN B
AMIGA MIDI-INTERFACE B APPLE II+, lle MIDI INTERFACE WITH DRUM SYNC B COMMODORE 64/128 MIDI
INTERFACE B OPCODE MACINTOSH PLUS INTERFACE B PRACTICAL TECHNIQUES FOR THE RECORDING ENGINEER

MIX BOOKSHELF, 2608 Ninth Street, Berkeley, CA 94710 (415) 843-7901
CALL TOLL FREE (800) 233-9604, IN CALIFORNIA (800) 641-3349



+ Yamaha
« JBL + Altec

+ Cetec - Gauss + E-V
+ Auratone

+ Bose = Fostex

« RCF PAS Advent « Tannoy Urei

+ warranty service ovailoble

YAMAHA NS-10M replacement parts

in stock

87 N. Clinton Ave
4th Floor
Rochester, New York 14604
(716) 325-3006

Call For Our Brochure
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VICTOR’S
PRO
AUDIO

New Jersey’s
Pro Audio Center

ADA

AKG

Alesis
Ampex
Aphex
ART-MXR
Audio-Technica
Countryman
Crown

DBX
DeltalLab
Eventide
Fostex

JBL

Lexicon
Neumann

Otan

Ramsa
Sennheiser
Shure
Soundcraft
Studer-Revox
Studiomaster
Symetrix
Teac/Tascam
TAC/AMEK
USAudio Gatex
Valley People

plus many more

Victor's Pro Audlo
235 Franklin Ave.
Ridgewood, NJ 07450
(201) 652-5802

COMPLETE SHOWROOM
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LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; El: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equipment Rentals

MALLOY PRODUCTIONS INC.
AC, EI

1544 E. Passyonk Ave,
Philadelphia, PA 19147

{215) 467-5486

Owner: Paul T Calvi

Manager: Paul T Calvi

MANNY'S MUSIC

8D, AC, SES, MR

156 W. 48th St.

New York, NY 10036

{212) 819-0576

Manager: Stuart Manny, lan Manny, Doug Cook

MARCOUSTIC ENGINEERING CO.
SD, AC, EI, MR

170 Duckpond Dr. N

N. Wantagh, LI, NY 11793

(516) 781-7015

Owner: Marc Aspes!
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MARTIN AUDIO VIDEO CORPORATION
New York, NY

MARTIN AUDIO VIDEO CORPORATION

SES, EI, MR, ER

423 W. 55th St.

New York, NY 10019

(212) 541-5900

Services/Specialization: As New York's leading pro audio
dealer, Martin Audio has 23 years experience in the sales,
installation and servicing of audio equipment for recording,
broadcasting and post-production. In addition to over 100
major ines of equipment, Martin 1s the exclusive New York
area source for Amek, Harrnison, Neotek and Sound Workshop
consoles, Otari's MTR and DTR lines of analog and digttat
tape recorders, AMS and Lexicon Advanced Products signal
processors, B&K and Sanken microphones, the Lexicon Opus
digital workstation, and TimeLine synchronizers Other fea-
tured tems include Dolby SR Spectral Recording processors
and Sony Professional Digital recorders. Martin also offers our
customers the latest MIDI synthesizer and digital sampling
hardware and software and extensive applications expertise
n our Martin Music Technologies division Among the musical
product hnes available are Akai, Digidesign, E-mu, Korg, Kurz-
weil, Mark of the Unicorn, Oberheim, Opcode, Optical Media,
Roland and Sycologic, most of which are on display in a
complete, working MIDI studio/ demo room

MARTIN RENTALS

ER

423 W. 55th St.

New York, NY 10019

(212) 265-4646

Manager: Jim Flynn, K C. Green

Services/Specialization: Martin Rentals features an extensive
selection of the best-maintained rental equipment in the East.
We rent Otan MTR-90 muiti-track and MTR-12 and MTR-20
2-and 4-track analog recorders; Sony PCM-3324 digital mutti-
tracks, PCM-1630 2-track digital processors and PCM-3202
DASH 2-track recorders; TimeLine Lynx synchromizers; Dotby
and dbx noise reduction; digital delays and reverbs by AMS,
Eventide, Lexicon, Quantec and Yamaha; a wide assortment
of microphones including B&K, the Calrec Soundfield, Sanken
and both vintage and modern models from AKG and Neu-
mann, wireless mic systems by HME, Sennheiser and Sony,
and a complete range of compressors, de-essers, equalizers,
limiters and signal enhancers, including some select, vintage
tube units

MCG AUDIO CONSULTING & TEF® ANALYSIS
AC, EI

88 Myrile Ave.

Edgewater, NJ 07020

(201} 224-4937

Owner: Mary C. Gruszka

MEDIA DESIGN ASSOCIATES
AC, &I

Box 1032

Cambridge, MA 02140

(617} 354-1282

Owner: Steven M. Greene

MEDLEY MUSIC CORP.
SES, ER

1041 Lancaster Ave.
Bryn Mawr, PA 18010
(215} 527-3090

Owner: G Rosenbloom
Manager: Glenn Carty

g

MERIDIAN
DESIGN

ASSOCIATES

ARCHITECTS

MERIDIAN DESIGN ASSOCIATES
New York, NY

MERIDIAN DESIGN ASSOCIATES

561 Broadway, Ste. 8C

New York, NY 10012

(212} 431-8643

Owner: Antonio Argibay, Bice C Wiison
Services/Specialization: Mendian Design Associates 1s an
architectural irm with many years' experience in the design
and construction admiristration of audio/video facilities offer-
Ing a broad range of services from working with a client to
develop a program expressing the needs of a new facility, to
site evaluation, design, coordination of acoustical and techr-
calsystems, construction administration and ongoing facilities
management The project expenence of the partners includes
recording studios, video studios, audio/video post-production
facilihes, expenmental media centers and broadcast facilities
with budgets ranging from $200,000 up to $5 million This
extensive experience in the field allows us to design state-of-
the-art faciities tailored to the needs and image of our chents
The common thread which runs through all our work 1s the
ability to weave together the complex parameters which give
shape to a project, thereby creating exciting, innovative, yet
practical designs



MERIMACK SOUND
SES, MR

986 Monroe Ave.
Rochester, NY 14620
(716) 442-5020
Owner: Ron Long

L. MATTHEW MILLER ASSOC. LTD.
SD, Eil, MR, ER

48 W, 21st St

New York, NY 10010

(212) 741-80M1

Owner: Lioyd Miller

Wa?1-SONNS INC

FACTORY AUTHORIZED SPEAXER RECONING

smce 1970

Yamaha €V  Altec Celec Gauss
Advent Tannoy Lke:i - Emilar  Foslex
Toa PAS - 8ose - Celestion McCauley
Renkus-Heinz - Auralone  RCF - JBL

MULTI-SONUS, INC.
Rochester, NY

MULTI-SONUS, INC.

87 N. Clinton Ave., 4th Floor

Rochester, NY 14604

(716) 325-3006

Manager: Rick Zicari

Services/Specialization: Specialists in the art of speaker re-
coning and repairing. Factory authorized for most studios
monitors including: Tannoy, JBL, Yamaha, UREI, Altec, E-V,
CetecGauss, Fostex, Toa, Auratone, Bose, Emilar, Pas, Celes-
tion, Advent, Renkus-Heinz and more. Realizing the impor-
tance of studio time, we minirmize down time by stocking many
parts and offering the fastest service available. All work is
guaranteed to factory specification. Call us today for all your
speaker needs, whether you are a recording studio, or have a
home or sound reinforcement system. We also have replace-
ment transducers for Yamaha NS-10Ms and Visonix monitors
ready for shipment for those who wish to replace parts them-
selves or keep them in stock. Sit back and enjoy a rare
commodity—high quality service and product integrity!

MUSIC DESIGNERS INC./PROAUDIOAND ENGINEERING
Hudson, MA

MUSIC DESIGNERS INC./PRO AUDIO AND ENGINEERING
SES, MR

241 White Pond Rd.

Hudson, MA 01749

(617) 562-4420

Owner: Jeft Gilman

Manager: Tina Hanson

Services/Specialization: At Music Designers, Inc./Pro Audio
and Engineering the services we provide and the unique and
useful products we sell are carefully tested and proven to be
of top quality. MDI is the exclusive New England dealer for a
growing line of studio accessories and maintenance products,

including Intraclean professional cleaning fluids. Our large
n-house demonstration studio and control room are ideal for
“hands-on" testing of new products such as the latest addition
to our product line, the new “original” Scully LJ-12 recorders
Services offered include Precision Motor Works, a division of
MDI which specializes in fully guaranteed motor repair and
rebuilding for MCl and Mincom. Informational services include
The Professional Seminar Series, special programs inthe MDI
demonstration facility, hosted by leading individuals in busi-
ness and recording technology.

NEE/NEW ENGLAND EQUIPMENT EXCHANGE
SD, SES

161 Mass. Ave., Ste. 204

Boston, MA 02115

(617) 262-031

Owner: David Butler

Manager: Octavio Brito

NEW YORK TECHNICAL SUPPORT, LTD.

SD, AC, EI, MR

35 Hardscrabble Hill

Chappaqua, NY 10514

(914) 238-4171

Owner: Greg Hanks

Manager: Rose Lopresti

Services/Specialization: New York Technical Support, Lid isa
full service maintenance firm that caters to the technical need
of the recording, film and broadcast industries. We provide
design, consultation, installation and repair services. Our
specialties include: custom design and fabrication, computer
modeling and simulation of control room ergonomic design,
ingtallat.on and wiring services, tape machine care and repair,
power and ground distribution, analysts and fault finding, EMT
tuning, moditication and refurbishment, contract maintenance
service. We are factory trained and equipped to service: Am-
pex, API, MCI, 3M, Neve, Otari, Scully, Studer, Tndent, SSL. For
more information, please call Greg Hanks at (914} 238-4171

NORTHEASTERN COMMUNICATIONS CONCEPTS INC.
SD, AC

PO Box 1853, Grand Central

New York, NY 10163

(212) 972-1320

Services/Specialization: NCC offers complete architectural,
acoustical, and electronic design services exclusively for re-
cording studios, and radio and television facilities; in addition

'
i 1"1 iﬁﬁ iy

MNortheastern
Communications
Cancepts, Inc.

NORTHEASTERN COMMUNICATIONS CONCEPTS INC.
New York, NY

to comprehensive project and construction management
NCC projects have ranged from the targest AM/FM broadcast
facility n New York to the smallest modular voice-over studio.
To assure an unbiased responsiveness to your equipment
requirements, the company does not represent any manufac-
turer or vendor, allowing specification of a virtually unlimited
selection of products for design, or custom equipment fab-
rication for unique applications. Drawing on their extensive
backgrounds in media operations, engineering and acoustics,
NCC design professionals work with state-of-the-art Bruel &
Kjaer measuring devices and proprietary computer aided
analysis and design software. They can provide you with a
cost effective, fully integrated, electronic, acoustical, and vis-
ual environment to inspire your creativity. If you work with
music, voice, commercials or programming, call NCC for
results, not just hardware

OCTAVIO BRITO ASSOC.
SD, AC, SES, El, MR

5 Walnut

Newton, MA 02161

(617) 332-1441

Owner: O Brito

The Mic Preamp
you've been wishing for
is herel
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The M-1 Mic Preamp

The John Hardy Company M-1 Mic Preamp gives you superior
quality of sound at a very affordable price. Features include:
* 990 discrete op-amp
« Jensen JE-16-B mic input transformer
» DC servo circuitry

THE JOHN HARDY COMPANY

P.O. Box AA631
Evanston, IL 60204

The Manufacturer of High-Quality Audio Equipment
(312) 864-8060

TELEX: 910-380-4670
(JOHN HARDY CO)
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PRODUCERS

AP

SERVICE

SHAPE Basf
Ampex Fuji
Scotch 3M Sony

Supplying the Midwest
with the standards
of the A/V industry. ..
*DUPLICATORS*®
Bulk audio and
video specialists

Same day shipment in most cases

313-549-3500
2601 West 14 Miie Road
Royal Oak, MI 48073

HAPPY 10TH MIX

Circle #092 on Reader Service Card

MOVING?

FOR UNINTERRUPTED SERVICE
MAIL TO:
MIX PUBLICATIONS
2608 NINTH STREET
BERKELEY, CA 94710
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NORTHEAST

S1UD|O

DESIGINERS
& SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; El: Equipment
Installation; MR: Maintenance/Repair Services, ER:
Equipment Rentals

ONONDAGA MUSIC AND SOUND
SES, MR

412 S, Clinton St.

Syracuse, NY 13202

(315} 422-8423

Owner: David Gersony

Manager: Howard Gersony

QTL. PRODUCTIONS
SD, MR

161 Mass Ave., Ste. 204
Boston, MA 02115

(617) 897-8459

Owner: David Butler

Fandemonium

Aubdio

PANDEMONIUM AUDIO
Manhasset, NY

PANDEMONIUM AUDIO

SD, AC, SES, EI

16 Dorchester Dr.

Manhasset, NY 11030

(516) 365-7810

Owner: CP Pores

Services/ Specialization: Sales of new equipment, retail and
completé studio packages; installation, hardware and acousti-
cal consultants, equipment and studio analysis and studio
design. With Charles Bilello, our acoustical consultant {an
accredited LEDE™ designer), using TEF™ analysis and meas-
urement for the creation of RFZ™/RPG™ designs for studios
and critical listening environments, utilizing Reflection Phase
Graling acoustical diffusors. As well as the analysis of existing
rooms and hardware. We also publish The Used Equipment
List, since 1981, aregular listing of used equipment available
through Pandemonium Audio; from AKG to Harrison to Trident
to complete studios. Credits available upon request. Call for
further information.

PASO SOUND PRODUCTS INC.
SES

14 First St

Pelham, NY 10803

(914) 738-4800

‘PATAPHYSICS
SD, El

105 Lancaster Ave.
Buffalo, NY 14222
(716) 885-8935
Owner: Daniel Sack

PATCH BAY DESIGN
SD, El, MR

237 Main St.
Royersford, PA 19468
(215) 948-3448
Owner: Darrah Ribble

PFISTERER SOUND ENGINEERING
SES, El, MR, ER

855 Mansion Dr.

Huntingdon Valley, PA 19006

(215) 847-5149

Owner. George Pfisterer Jr.

POWER PLAY RECORDS, INC.
SD, AC, EI, ER

198 Bloomfield Ave.

Newark, NJ 07104

(201) 481-0972

Owner: Terreri & Ferdinand
Manager: Greg Furguson

PRESENTATION PLANNING, INC.
SD

PO Box 34974

Bethesda, MD 20817

(301) 299-5980

Owner: Robert J. Haroutunian

PRO-COM SYSTEMS
SD, AC, SES, El, MR, ER
5001 Baum Blvd.
Pittsburgh, PA 15213
(412) 621-1950

Owner: Norman J. Cleary
Manager: Tim Benedict

PROFESSIONAL MUSIC AUDIO
AC, EI, MR, ER

2600 Commercial Dr.

No. Providence, RI 02904

(401) 353-6221

Owner: Peter M. Archambault

PROMIX INC.

SES, EI, ER

111 Cedar St

New Rochelle, NY 10801
(914) 633-3233

Owner: Corporation
Manager: Robert Rendon

PUOPOLO CONSULTING INC.
SES, Ei, MR

37 Martin St.

Rehoboth, MA 02769

(617} 252-6540

Owner: Dana J. Puopolo

DANIEL QUEEN ASSOCIATES
AC

239 W. 23rd St

New York, NY 10011

(212) 243-6661

Services/Specialization: Daniel Queen Associates is an
acoustical consulting firm founded in 1970 in Chicago. It
moved its main office and laboratory to New York City in 1983.
A member of the National Council of Acoustical Consultants,
the tirm maintains a laboratory and mainframe computer for
electroacoustic, acoustic, audio and video measurement and
analysis. Mr. Queen is a fellow of the Audio Engineering
Society and its Technical Council Chairman. The firm special-
izes in solutions to difficuit acoustical, audio, and noise controt
problems, such as duplicating in small rooms the acoustics of
large performance spaces, matching monitoring facilities, and
exorcising acoustical gremlins. Clients include architects,
manutaclurers, studios and other consultants.

RAND SYSTEMS
AC

3 Gardiner St.
Richmond, ME 04357
(207) 737-8015

Owner: Robert W Rand



RARA AVIS PRODUCTIONS
SD, AC

1687 Farmington Ave.
Unionville, CT 06085

(203) 673-7564

Owner: Alexander H Cushman

RELIANCE A/V CORP.
SD, AC, SES, EI, MR, ER
623 W. 51st St.

New York, NY 10019
(212) 586-5000

Owner: Sanford Schiitt
Manager: Brian Turner

RIEDEL AUDIO SERVICES
SD, AC, SES, El, MR

109 Commack Rd.

Islip, NY 11751

{516) 277-9418

Owner: Rich Riedel
Manager: Rich Riedel

ROR AUDIO RESEARCH

SD, AC, SES, EI, MR, ER

161-14 Union Turnpike

Flushing, NY 11366

(718) 969-3660

(718) 969-3792

Owner: Simon Ron

Manager: Shimon Ron

Services/Specialization: ROR has been designing, manufac-
turing and servicing multi-track consoles, parametric EQs,
monitor systems and other electronic and acoustic innova-
tions since 1972. A representative Iist of professional users
and chents wou'd include: recording studios: (international)
Fonowision internacional, Bogota. Colombia, Hi jodrit Studios
Reykjavik, Iceland, Studio Katy, Brussets, Belguum, Pink
Floyd's Britannia Row. London, England, Marcus Musik, Lon-
don, England, Le Studio, Montreal, Canada; Noah, Tokyo,
Japan (New York) Record Plant, A&R, Bearsville, Power Sta-
tion, Electric Lady. Edite!, Sorcerer Sound, RPM, Sigma, MSP,
Blue Rock, Celestial Sound, Skyline, Howard Schwartz, Re-
gent, Don Casale, Mike Mantler's and Carla Bley's Watt Works,
Staten Sound (Los Angeles), Record Plant (Connecticut), Ace
Frehley (KISS) Studio Mastering rooms (New York) Sterling
Sound, Frankford Wayne Clubs and restaurants: {New York}
The Sporting Club, World Yacht's Dinner Cruise Ships, Amer-
ica, Pig Heaven, Jerry's, Water Club, River Cafe, Central Falls,
Cate Pacihco, Be-Bop Cafe, Fiorucc (clothing store), John
Dellaria {beauty salon), etc

ROSNER CUSTOM SOUND. INC.
SES, El, MR

11-38 31 Ave.

L. City, NY 11106

(718} 726-5600

Owner: Alex Rosner

TED ROTHSTEIN

SD, AC, SES, EI, MR

186 Bengeyfield Dr. N.

East Williston, NY 11596

(516) 742-0711

(212) 847-1950

Owner: Ted Rothstein

Services/Specialization: Ted Rothstein {formerly of ROR Auy-
dio) has been designing, manufacturning and servicing muitt-
track consoles, parametric equalizers, monitor systems and
other electronic and acoustic innovations since 1970 Arep-
resentative list of chents and professional users of Ted Roth-
stein's designs would include: Recording studios: London,
England’ Pink Floyd's Britannia Row, Marcus Musik, Roger
Water's studio, Bogota, Colombia: Fonowision International,
Reykjavik, Iceland: Hijodriti Studios; Brussels, Belgum: Studio
Katy, Montreal, Canada, Le Studio; Tokyo, Japan: Noah, New
York. Record Plant, AGR, Bearsville, Power Station, Electric
Lady, Editel, Sorcerer Sound, RPM, Sigma, MSP, Blue Rock,
Celestial Sound, Skyline, Howard Schwartz, Regent, Don
Casale, Mike Mantler's and Carla Bley's Watt Works, Bill Hor-
witz Studio. Los Angeles: Record Plant; Connecticut: Ace
Frehley (KISS) Studio, Mastering Rooms. New York: Sterling
Sound, Frankford Wayne, Discos, Clubs and Restaurants
Bangkok' NASA, Spaceadrome; Los Angeles: LA. Stock Ex-
change, New York The Sporting Club, World Yacht's Dinner
Crurise Ships, Amernica, Pig Heaven, Water Club, River Cafe,
Central Falls, Cafe Pacifico, Be-Bop Cale, Fiorucci {clothing
store), John Dellana (beauty salon), etc

SO P

J. L. Hartley Pro-Audio Support

44831 Fremont Bivd, Fremont CA
(415) 490-0818

QUALITY MOTOR REFURBISHING

J.t. Hartley Pro-Audio Support Group offers “ultra precision
machining for specialty on-hand custom modification demands.
Our motor refurbishing 1s an 1nyolved process, assuring a new
long motar life for your recorder. Your motor rebuilding will
entail complete motor disassembly. magnet fluxivity check
(charging. 1f necessary), shaft TIR checked, capstan shafts
blasted for fresh tape surface. New high grade bearings are
used 1n accordance with original manufacturing specifications.
The rotor/pancake 15 chemically cleaned and treated. Your motor
Iwa
parts and

labor for a standard motor refurb.

QUALITY MOTOR REFURBISHING
CAPSTAN MOTORS
REEL MOTORS
CINEMA “MAG/ VIDEO MOTORS

Offering Full Service/Support For

AMPEX
MCI
M
...and all pro-audio recorders

Before

. After
J. L. Hartley Pro-Audio Support

44831 Fremont Bhvd, Fremont (A

. (415) 490-0818

Circe #094 on Reader Service Card

THE ULTIMATE

¢

That's a strong statement, but it's a fact. After 6 years of development, the Audio
Silicon Specialists are in full production of the SSM 2014 Operational Voltage
Controlied Element chip. So unique, it's patented.

Use it like a standard current in/current out VCA, or get exotic and use its true
differential front end and complementary current/voltage outputs for a whole
new range of possibilities, such as a voltage controlled potentiometer, preamp, or
equalizer to name just a few.

Depending on your preference, the 2014 can operate in class A, AB, or in between.
And by using a simple level detector, it can switch between the two for optimum
results.

How about performance? The 2014 sports a 116dB dynamic range, 0.01 % distortion,
uitra low control feedthrough, and as much as 12MHz effective gain bandwidth
product. All for a price so low it should surprise you.

The ultimate in flexibility. The ultimate in performance. The SSM 2014.
Call or write for more details.

The udio Silicon. Specialists”
=|Solid State
Micro
Technology

for Music, Inc.
20768 Walsh Avenue, Santa Clasa, CA 95050 U.S.A.

(408) 727-0917 Telex 171189

PO
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RPG DIFFUSOR SYSTEMS. INC.

RPG DIFFUSOR SYSTEMS, INC.

Largo, MD
RPG DIFFUSOR SYSTEMS, INC.
AC, SES
12003 Wimbleton St.
Largo, MD 20772
(301) 249-5647

Services/Specialization: The RPG Diffusor System is the first
unified modular approach to architectural acoustic design
utihzing all of the three basic building blocks of diffusion,
absorption and reflection, with a unique approach for provid-
Ing variable acoustics. The RPG Diffusor Systern offers a
coordinated hine of products which are complementary in
both function and aesthetics. The RPG Diffusor System con-
sists of the first commercially available broad-bandwidth wide-
angle sound diffusor, the QRD™ Diffusor™, a broad-bandwidth
sound absorber, the Abffusor™ and a rotatable triangular varia-
ble acoustics module consisting of adiffusive, absorptive and
reflective side, the Triffusor™ Applications: recording/broad-
cast/post-mastening facilities, audio/video and teleconterenc-
Ing rooms, music rehearsal rooms, acoustical shells, worship
spaces, auditonums, performing arts facilities, audiophile hs-
teming rooms and schools. Installations: Peter Gabriel Real
World Studios, Box, UK; John Mellencamp, Nashville, TN:

NORTHEAST

TUDIO

S
DESIGNERS
3 SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; Et: Equipment
Installation; MR: Maintenance/Repair Services. ER:
Equipment Rentals

Sound Stage Backstage, Nashville; Limehght Video, Miam;
BBC Maida vale 4, London; Master Sound Astoria, NY, NBC-
TV, Burbank, NY & Brooklyn

SIDE TRACK PRODUCTIONS/ATC ACOUSTICS
8D, AC, SES, EI

409 Sunrise Terr.

Springfield, MA

(413) 782-5471

{413) 781-2327

Owner: David L. Isabelle, Tony Caliento

Manager: Sandra J. Isabelle

SOUND CONTROL
SD, AC, ER

1528 80 St.

Brookiyn, NY 11228
(718) 837-6237
Owner: Dan Prosseda

ATTENTION!

North Central U.S. Studios
Canadian Studios

The yearly Mix Directory of North Central U.S,
and Canadian Studios will be published in
November 1987. Don’t miss this free oppor-
tunity to reach over 100,000 professionals in
the audio/video field! To receive a question-
naire or more information, call the Directo-
ries Dept. at (415) 843-7901.

*SPECIAL 2 FOR 1!* By listing in your regional
directory—you'll get the same listing free in
the 1988 Annual Directory!

DEADLINE TO SUBMIT QUESTIONNAIRE: August 12
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CHARLIE SPATARO'S A.V. WORKSHOP, INC.
SES, MR, ER

333 W.52nd St.

New York, NY 10019

(212} 397-5020

Owner: Charlie Spataro

SPECIALIZED AUDIO-VISUAL INC.
ER

RD #5, Rt. 50 & Hutchins Rd.
Saratoga Springs, NY 12866
{518) 885-8966

Owner: Michael J. Cusick
Manager: Jay D. Cusick

STAGE STRUCK PROJECTION SERVICE INC,
8D, AC, SES, EI, MR, ER

105 Babylon Turnpike

Roosevelt, NY 11575

{516) 378-5267

Owner: Daniel M. Beyer

Manager: J Charies Beyer

STAGER SOUND SYSTEMS
AC, El, MR, ER

16 W, 22 st.

New York, NY 10010

(212) 675-6000

Owner: Marc Stager
Manager: Marc Stager

John M. Sioryk Associaies, Inc.

Architticroral & Acoustical Design

31 Union Souare West
New York. NY 10003
(212) 675-1166

John M Sroryk
President

JOHN M. STORYK ASSOCIATES, INC.

New York, NY
JOHN M. STORYK ASSOCIATES, INC.
SD, AC
31 Union Sq. W
New York, NY
(212) 675-1166

Owner: John Storyk
Services/Specialization: John M Storyk, Inc and its principal,
John Storyk, have been responsible for the design of well over
200 media facilites since Mr. Storyk’s debut projectin 1970,
Jimi Hendrnix's Electric Lady Studio in New York. Mr. Storyk’s
portfolio includes acoustical and architectural design for stu-
dio faciiies in New York, Los Angeles, Trinidad, Belgium,
England, Colombia and Iceland; in addition to facilities for
Leon Russell, Ace Frehley and The Cars. In recent years, Mr
Storyk’s projects have included Todd Rundgren’s Utopia Vid-
eo Complex in Bearsville, New York; Public Broadcasting
System radio facilties in Cincinnati and New York City In
1986-87, Mr Storyk completed Studio One in Detroi, studios
and offices for M.J.|. Broadcasting in New York City, designs
for public broadcasting’s most technologically advanced com-
plex in Charleston, West Virginia and a unique studio facihty
for Rick Rubin's Def Jam Records in Manhattan. With these
projects, John M. Storyk, Inc. continues its position as an
active leader in communications facility design

STUDIO CONSULTANTS, INC.
8D, AC, SES, ER

321 W 44th St.

New York, NY 10036

(212) 586-7376

Owner: Doug Simon

STUDIO DESIGN

SD, AC

PO Box 321

Princeton Junction, NJ 08550
(609} 799-8697

Owner: Douglas F Miller
Manager: Harry Pulone



SYSTEMS DEVELOPMENT GROUP
SD, AC

18601 Darnestown Rd.

Poolesville, MD 20837

(301) 972-7355

Owner: Systems Development Group
Manager: Chen Looney

TekCom

CORPORATION

TEKCOM CORP.
Philadelphia, PA

TEKCOM CORP.

SD, AC, SES, EI, MR, ER

1020 N. Delaware Ave.

Philadelphia, PA 19125

{215) 426-6700

Owner: Lou Maresca, L. Richard Feld

Manager: Rob Forman

Services/ Specialization: Exclusive mid-Atlantic distributor for
Otar MTR-90, DTR-700 and DTR-900 tape recorders; Amek,
NEOTEK and Trident mixing consoles; Dolby noise reduction
and SR processing systems; AMS, Eventide and Lexicon Ad-
vanced products; Audio Kinetics and TimeLine synchronizers,
Kurzweil music systems, Neumann and B&K studio condenser
microphones. We also offer expert factory trained tape re-
corder and loudspeaker repair.

TLM ELECTRONICS INC.
Pleasantville, NY

TLM ELECTRONICS INC.

SD, SES, El, MR, ER

343 Manville Rd., #6B

Pleasantville, NY 10570

(914) 769-6423

Owner: Tony Marra

Services/Specialization: TLM Electronics Inc. 1s a technical
service company which provides warranty and non-warranty
services to the recording and sound remnforcement industries
With our extensive inventory of audio test equipment we offer
both in-house andfield service. OQur computer automated test
equipment supplies hard copy test results with each repair so
you can verify the performance of your equipment. Although
we repair anything audio, we particularly specialize in mixing
console modifications. OQur Soundcraft grounding modifica-
tions have proven to be as much as 6dB quieter than a new
factory consote. And our Soundcraft 200B independent rout-
ing modification 1s now a recording studio standard. If you
have something that you wish your console could do—give us
a call. We are not only factory-trained by Soundcraft, Trident,
Neve, efc. but we are factory authorized and recommended
by them. In addition we offer warranty service for both Sound-
craft and Trident.

TOTAL MUSIC INC,

SD, AC, EI

300 W. 55th St., #3M

New York, NY 10019

(212) 265-1067

Owner: P Wagner

Services/Specialization: Custom console interfaces, winng
design, 8- to 48-track digital audio, MIDI. Credits: Sound-
works, NY: Saturn Sound, NY, LA; Somervlle Sound, NY.

5500

TOY SPECIALISTS
New York, NY
TOY SPECIALISTS
SES, ER
240 W, 55th St.
New York, NY 10019
(212) 333-2206

Manager: Rita Leone, Bill Tesar

Services/Specialization: The Toy Specialists 1s afast growing
company specializing in pro-audio and musical instrument
rentals. By combining personal expedient service with expert
technical assistance, the company has developed an enviable
status in the NYC area. Complicated synchronizing tasks and

At A/T Scharff Rentals, we spend
100% of our time doing what we
do best... renting audio equipment
We have a huge inventory of state-
of-the-art digital and analog
equipment: from outboard gear to
digital multitrack

We individually test each piece
of equipment prior to every rental

elaborate MIDI setups are a few of the many services offered
The Toy Specialists carry all the latest in digital records, out-
board gear and musical instruments by such companies as
Publison, AMS, Quantec, Yamaha, Roland, E-mu, Drawmer,
Garfield, Linn, Simmons, Mitsubishi, Sony, Lexicon, Korg,
Friend-Chip, J.L. Cooper and many more. Some of our most
recent clients include: Mick Jagger, Whitney Houston, Jufian
Lennon, Hall & Qates, Miles Davis, George Benson, Kool & the
Gang, Air Supply.

VERCELLETTO CONSULTING
SD, AC, El, MR

PO Box 6219

Kingston, NY 12401

{914) 3311726

Owner: David Vercelletto
Manager: Chris Wasserbach

VICTOR'S HOUSE OF MUSIC/VICTOR'S PRO AUDIO
SD, AC, SES, EI, MR, ER

235 Franklin Ave,

Ridgewood, NJ 07450

(201) 652-5802

Services/Specialization: Victor's is one of the NY metropolitan
area’s most well equipped sources for major audio, video,
musical and production needs. Professional sales and serv-
ice, an ever expanding inventory and roster of manufacturers,
plus a concerned and congenial sales staff have kept Victor's
up on top of things from coast to coast for years. AKG, ART,
Amek, BBE, Countryman, Crown, dbx, Drawmer, EV, Even-
tide. Fostex, Hill, JBL, Klark-Teknik, Lexicon, Loftech, MRL,
Neumann, Orban, Otari, Roland, Shure, Soundcraft, TC., Tan-
noy, Tascam, Trident, UREI, Valley, White, just toname a few! If
it's used for pertorming or recording, we probably sell it and
have it available—same day it needed! Sales-Service-Rent-
als-Design-Concern-Victor's.

VIDEQ COMMUNICATION SERVICES
ER

208 Linden Ave.

Riverton, NJ 08077

(609) 786-1775

Owner: Frank Siege!

And bec
9-5, we're

ise your hours aren't
on-call 24 hours a day

rentals

599 Eleventh Ave., NYC 10036 (212) 582-4400
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VISUAL MUSIC TECHNICAL SERVICES
SD, SES, El, MR, ER

235 E. 13th St, #3-D

New York, NY 10003

(212) 505-9281

Owner: Visual Music

Manager: Theresa Hunter

GEORGE WEBER
R

10225 Kensington Pkwy.
Kensington, MD 20895
(301) 933-0669

WMRG STUDIOS INC.
SO, AC EI ER

PO Box 73
Cheltenham, PA 18012
(215) 635-4815

Owner: Bill Gellhaus
Manager: Paul Keller

SOUTHEAST

S1UDIO
DESICNERS
& SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting, SES: Studio Equipment Supply; EI: Equipment
Installation; MR: Maintenance/Repair Services, ER:
Equipment Rentals

Found, The Missing Link.
Gauss Coaxial Monitors

It's a well known fact that toudspeakers are the
missing link in studio, post production and broad-
cast facilties’ audio chain. The accepted criteria for
ideal speakers are: balanced, phase-coherent or
time aligned, and with as little color as possible

Gauss Coaxial Monitors let you hear it all, even the
mistakes ... without adding color. These time coher-
ent monitors provide an extremely stable stereg
image.so you know exactly what you're mixing. And,
if you're mixing digital sound, they offer the cleanest
reproduction you've ever heard.. ..
with no high-end harshness. And,
with 400 watts of power handling,
you'll hear all the dynamics.

It you're upgrading for better sound
be sure to include Gauss coaxial
monitors in your plans. Your choice
of 12" or 157 Remember, if you
can't hear the mistakes, they end
up n your finished product. Let
your speakers be the strongest link!

3 Call us today for the name of your
o1 nearest dealer or rep so you can
arrange a demonstration

‘gauss

by Cetec

Sound Ideas for Tomorrow Today
Cetec Gauss

9130 Glenoaks Bivd . Sun Vakey. CA 91352
213/875-1900 Telex 194989

i Ny e
"lm.’"'t L S
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ACOUSTICAL PHYSICS LABORATORIES
Doraville, GA

ACOUSTICAL PHYSICS LABORATORIES

SD, AC, SES, EI, MR

3877 Foxford Dr.

Doraville, GA 30340

(404) 934-9217

Owner: Bill Mornson

Services/Specialization: Acoustical Physics Laboratories spe-
ciahzes in the accuralte reproduction of music ncluding the
design, analysis and installation of control sooms, studios and
monitoring systems Through the use of TEF computer analy-
sis, dual-channel FFT measurements. CADD acoustical mod-
els and frequency scaled acoustical models, high accuracy
designs are developed, installed and periormance certified
Control rooms and monitoring systems a‘e designed for first
arrval frequency and ime domain accuracy Later acoustical
arnivals are controlled through the use of spectrally accurate
absorption and drffusion Acoustical Physics Laboralories de-
signs monitoring systems which incorporate cone and soft
dome drvers in ime corrected ahgnments This approach to
monitor system design results in the highest levels of fime and
frequency domain accuracy combined with the lowest levels
of distortion and coloration Hard copy TEF computer and
CADD piots document all stages of design work from the
inihial model testing through the final instatlation Installatons
nclude recording studios, video & film production/post-pro-
duction faciliies, theaters, auditoriums, concert halls and
churches

ALPHA AUDIO

AC, SES, EI, MR
2049 W. Broad St.
Richmond, VA 23220
{804) 358-3852

AMERICAN AUDIO, INC.
AC, SES, EI, MR

PO Box 1719

Ruston, LA 71273

(318) 251-0290

Owner: James F Young

— s S

api
audio
products, inc.

—

APl AUDIO PRODUCTS, INC.
Springfield, VA

APl AUDIO PRODUCTS, INC.
SES, EI, MR, ER

7951 Twist Lane

Springfield, VA 22153



(703) 455-8188

(510) 600-1898 (Telex)

Owner: Paul Wolff

Manager: Jim Wallace

Services/Specialization: APl console repair, refurbishing; new
and used API modules/equalizers; complete stock of oid API
parts, new AP type all discrete consoles; used AP| broker; on
location repair of API consoles; specializing in ground prob-
lems, etc. References available upon request.

AUDIO DESIGN GROUP
SD, AC, SES, El, MR, ER
4317 Pinebark Ave.
Orlando, FL 32811

(305) 297-6635

(305) 256-6207 (cellular}
(305) 894-0067

QOwner: H. Melven

AUDIO INTERFACE

SES, El, MR

16323 Redington Dr.
Redington Beach, FL 33708
(813) 391-5249

Owner: Peter Kehoe

AUDIO-VIDEO CONTRACTING, INC.
SD, AC, SES, El, MR, ER

301 Natchez Ct

Nashville, TN 37211

(615) 833-5332

Owner: John Spencer

AUDIO WOODWORKS

SD, SES, El

504 Wilkinson Ln.

White House, TN 37188
(615) 672-0277

Owmer: Gary D. Backman, Jr.

B.A.E. (BLEVINS AUDIO EXCHANGE)
SES

1717 Eim Hill Pike, Ste. B-9
Nashville, TN 37210

(615) 361-8429

Manager: Randy Blevins

BALDWIN & CLARK

SD, AC

1086 Janes Ln.

Atlanta, GA 30324

{404) 982-0050

Owner: Steve Clark, Worth Baldwin

M.A. BENINGTON INC.

SES, El

2459 Cuchura Dr.

Birmingham, AL 35244

(205) 988-0707

Owner: Mike Benington

Manager: Mike Benington

Services/Specialization: Custom equipment enclosures and
casework for the audio and video industries. Studio and con-
trol room interior finishes.

BRANTLEY SOUND ASSOC. INC.
SES, El, MR, ER

724 Vanoke Dr.

Madison, TN 37115

(615) 859-9568

Owner: Leland P. Brantley
Manager: Lee Brantiey

CAMMER ACOUSTICS
SD, AC

PO Box 1405
Norcross, GA 30092
(404) 242-0495

Owner: J.P. Deegan

CATES MUSIC CENTER
AC, EI, MR

305 W. Walnut St.
Johnson City, TN 37601
(615) 928-8821

Owner: Carl W. Cates
Manager: Jeff Cates

COTTRELL ELECTRONICS CORP.
El

1 S. Fifth St.

Richmond, VA 23218

{804) 648-8338

Owner: Stock

CREATIVE PRODUCTION SERVICES
AC, SES, EI, MR, ER

PO Box 1107

North Wilkesboro, NC 28659

(919) 667-1552

Owner: Jay L. Cummings

Manager: Tony Mancusi

CUSTOM RECORDING AND SOUND, INC.

SD, AC, SES, El, MR, ER

1225 Pendleton St,, PO Box 7647
Greenville, SC 29610

(803} 269-5018

Owner: Bob Edwards

Manager: Jere Davis

ELECTRO-ACOUSTICS LABORATORIES
SD, AC, El, MR

7494 Covington Hwy.

Lithonia, GA 30038

(404) 482-4838

HALEY'S LIGHTNING SOUND STUDIO
AC, SES, El, MR, ER

2200 N. “W" St.

Pensacola, FL 32506

(904) 432-2076

{904) 438-1011

Owner: Harry T. Haley

Manager: Barry Chandler, Tim Lechner

JT COMMUNICATIONS
R

579 NE 44th Ave.
Ocala, FL 3267
(904) 236-0744
Owner. Jim Trapani

MELLOTONE ACOUSTICAL FABRICS

SES

PO Box 145

Blacksburg, SC 29702

{803} 839-6341

Owner: AH. Silverman

Manager: Sherrie Traub

Services/ Specialization: Mellotone—the most widely accept-
ed acoustical fabric for over 40 years. It 1s completely sound
transparent, does not absorb moisture or dirt and has a zero
flame spread rating. When backed with a sound absorbent
panel, Mellotone fabrics allow the sound to passthroughto be
absorbed by the backing material. Mellotone has been speci-
fied by architects and designers and used in virtually thou-
sands of structures woridwide. All fabrics are inventoried and
available for immediate shipment. Please call or write for
samples and information.

MEMPHIS COMMUNICATIONS CORP.
SD, AC, SES, EI, MR, ER

1381 Madison Ave.

Memphis, TN 38104

(901) 725-927

Owner: Tom Bryan Jr.

MIDWEST COMMUNICATIONS CORP.
SD, AC, SES, El, MR, ER

2730 Ayliff Rd.

Norfolk, VA 23513

(804) 853-2600

MUSICIAN'S WORKSHOP, INC.
SES, El, MR

319 Merrimon Ave.

Asheville, NC 28801

(704) 2521248

Owner: JF Dosier

NATIONAL AUDIO TECHNOLOGY & ELECTRONICS CO.
SD, AC, SES, EI

PO Box 1327

Holly Hill, FL 32017

(904) 255-2240

Owner: Nate Mudge

Qur newest services:
® MCI 24 tk loaner assemblies 7

/
¢ MCI motors remanufactured  /

AUDIO MAGNETIC PROFESSIONAL SERVICES INC.

800-826-0601 ® in FL (305) 659-4805
224 Datura St., Suite 614 ® West Palm Beach, FL 33401

Use your head

Quality recording head relapping for the
most discriminating professionals.

When you send your worn heads to AMP Services, you
get the highest quality refurbishing available anywhere.
We service OTARI, STUDER, MCI/SONY, AMPEX,
3M, TEAC and others. Take advantage of our downtime-
cutting services like weekend work, loaner assemblies and
same-day turnaround. All at competitive prices. Now
that’s using your head!

/‘.

SERVICES
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OLD DOMINION BROADCAST ENG. SERVICE
SD, SES, El, MR, ER

9505 Lakewater Ct.

Richmond, VA 23229

(804) 321-4506

Owner: Sam Straus

PRECISION SYSTEMS DESIGN
SD, AC, SES, EI, MR

2817 Tremont Ave.

Savannah, GA 31405

(912) 236-4407

Owner: Ferman Tyler

Manager: Tim Kilmer

PROFESSIONAL AUDIO SALES & SERVICE, INC.
SD, AC, SES, EI, MR, ER

7906 Wrenwood Bivd., Ste, C

Baton Rouge, LA 70809

(504) 928-4757

Owner: Darrel W Hayes

Manager: Arthur M Hoover

PROFESSIONAL SOUND ADVICE
SD, SES, El, MR, ER

105 39th St. N.

Birmingham, AL 35222

(800) 826-6552

(205) 592-4555

Manager. Noah L White, Barry Bailey

PROLINE AUDIO INC.
SES, Ei, MR, ER

PO Box 799
Chaimette, LA 70044
{504) 279-1124

Owner: Ray Garofalo Jr

RADIO ACTIVE AUDIO
AC, ER

9 W. Grace St.

Richmond, VA

(804} 643-2022

Owner: Victor T Benshoff
Manager: Victor T Benshoff

SOUTHEAST

STUDIO
B

—OIGINERS
& SUPPLIERS

LEGEND: SD:; Studio Designer, AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; EI: Equipment
Installation; MR: Maintenance/Repair Services, ER:
Equipment Rentals

RANGE ELECTRONICS
SES, EI, MR, ER

PO Box 84

Versailles, KY 40383
(606) 277-9044

Owner: John Range

RASICCI MUSIC SERVICES
SD, AC, EI

18 E. Kingwood, Ste. E-12
Murfreesboro, TN 37130
(615) 890-9975

Owner: Michael V Rasicc
Manager: Tmothy E Rasicc

REDGRAVE AUDIO

SES, MR, ER

2453 Keystone Rd.
Tarpon Springs, FL 33589
(813) 937-5987

Owner: Brian Redgrave

THOROUGHBRED

MUSIC

HAS FREE DELIVERY.

= ——

20,000 Square FFeet Of
State-Of The-An Pro Audio

‘o7 ¢ RECORDERS

~ MONITORS
AMPS

MICROPHONES

SIGNAL
PROCESSING

TASCAM

FOSTEX

RURZWLIL

E-MU
2204 E. Hillsborough Ave. LENSONIQ
— Tampa, Fl. 33610
VISA | ,

NE— (813) 237-5597 “ ARAI

*Mail orders only
shipped in continental U.S. n URL]
via U.P.S, >
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REELPEOPLE RECORDING SERVICES & CONSULTANTS
MR

3210 Gary Ct.

Falls Church, VA 22042

(703) 532-7335

Owner: Remy David

RELIABLE MUSIC

SD, AC, SES, El, MR, ER

650 E. Stonewall St.

Charlotte, NC 28202

(704) 375-8662

Owner: David Bustle, Bill Evans
Manager: David Bustie

JOHN LYNN SANFORD ARCHITECT
SD, AC, MR

PO Box 120975

Nashville, TN 37212

(615) 320-0904

Owner: John Lynn Sanford

S.CM.S.

SD, AC, SES, EI, MR, ER

10201 Rodney St.

Pineville, NC 28134

{800) 438-6040

(800) 221-7267

(704) 889-4508

Owner: Cal Walker

Services/Specialization: Audio production studio design and
outhtting. Literally hundreds of ines carried and. stocked in
14,000 sq. ft. faciity. Complete instaliation, construction and
design services offered. Audio is our business, and we are
completely devoted to it! We are the largest volume broadcast
and audio supply dealer in the Southeast. Over 30 years
expenence in the audio and broadcast business. See our ad
n this magazine

SHOWCASE AUDIO/VIDEO SYSTEMS

SES, EI, MR

2323 Cheshire Bridge Rd.

Atlanta, GA 30324

(800} 241-9738

{404) 325-7676

Services/Specialization: Showcase Audio/Video Systems 1s
the Southeast's leading dealer for Amek/TAC consoles, Neu-
mann microphones and Nakamichi Professional cassette
decks. We are an award-winning Lexicon Advanced Products
dealer, as well as a nationally recognized supplier for Stu-
der/Revox, Cipher Digital and Fostex Professional products
Working closely with the Nashwille design firm of Steven Durr
and Associates, Showcase delivers competitive studio pack-
ages witha full range of instatlation and maintenance services
Our innovative demonstration and warranty programs have
sel new standards for studio support. Along with our associ-
ated video and computer division, Showcase Audio offers our
clhentsatruly full service dealership. Our emphasis on systems
and service, combined with unique insights into the require-
ments of a rapidly changing marketplace, will put your studio
one step ahead

SHREVEPORT MUSIC CO.
SES

3019 Highland

Shreveport, LA 71104

(318) 227-2733

Owner: Don Teach

CHUCK SMITH AUDIO SERVICES
El, MR

Rte. 1, Box 590

Windsor, VA 23487

(804) 242-6667

SONICS ASSOCIATES, INC.
SES, EI

237 Oxmoor Circle
Birmingham, AL 35209

(205) 942-9631

SOUND AND COMMUNICATIONS, INC.
AC, SES, EI, MR, ER

5830 N. State St.

Jackson, MS 39206

(601} 957-5830

SOUND STAGE

SD, AC, SES, El, MR, ER

2042 N. Rio Grande Ave., Ste. F
Oriando, FL 32804

{305) 849-9767

Owner: Fletcher/Frankiin Assoc. Inc
Manager: Dan Frankhn



SOUTHERN OAK MUSIC
El, MR

PO Box 1681

Meridian, MS 39301

(601) 655-8447

Owner: Brad Lee
Manager: Brad Lee

I |

| o

|
|
STUDIO SUPPLY COMPANY, INC.
Nashville, TN

STUDIO SUPPLY COMPANY, INC.

SD, AC, SES, EI, MR, ER

1717 Em Hill Pike, Ste. B-9

Nashville, TN 37210

(615) 366-1890

Manager: John Alderson, Linda Buchanan

STUDIOWORKS

SD, AC, SES, EI, MR

1018 Central Ave.

Charlotte, NC 28204

{704} 375-1053

(800) 438-5921

Manager. Chip Garrett

Services/Specialization: Studioworks 1s the team with work-
Ing expenience In recording and pro audio Studioworks 1s
closely associated with Refiection Sound Studios, which
means you can talk with the people that have actual session
expenience with the equipment they sell, and real-world expe-
nence 1n studio acoustics {both design and construction)
Studioworks has supplied dozens of Sony/MCI 24-track ma-
chines to recording companies all over the country, and has
beena leader n sales of consoles and full turnkey systems. In
fact, over 60 sessions-proven ines of equipment and supplies
are available Inaddition to complete consultation about sys

tems for recording film sound, broadcast theater sound and
sound contracting. Studioworks 1s very interested in helping
the "Artist Studio” get a good start as well as building the
multi-machine 24-track complexes. Begin a long-term rela-
tionship with experience

SYNERGETIC SERVICES, INC.
SD, AC, MR

1926 NE 151 St.

N. Miami Beach, FL 33162

(305) 947-7372

Owner: Ross & Eileen Alexander

Technical

Audio
Systems

TECHNICAL AUDIO SYSTEMS
Atlanta, GA

TECHNICAL AUDIO SYSTEMS

SD, AC, SES, EI, MR, ER

3095-H Presidential Dr.

Atlanta, GA 30340

(404) 457-0988

Owner: Ron Montgomery

Manager: Steve Starnes

Services/Specialization: Recording studio equipment, broad-
cast audio equipment, ENG/EFP equipment, video equip-
ment, noise control, design/consultation, most major lines,
leasing avallable, production experienced staff

)

auipment

RTW products are available exclusively in the U.S. from ESL

TECHNICAL INDUSTRIES, INC. OF GA
SD, SES, El, MR, ER

6000 Peachtree Rd.

Atlanta, GA 30341

(404) 455-7610

Owner: Ed Matthews

227 ESL FTL UD

TRACKSIDE ENGINEERING
SD, AC, SES, EI, MR
2652-C S. Cobb Dr.

Smyrna, GA 30080

(404) 436-3024

Owner: Les Duncan

&
|
S
§
3
3
&
2

Ist Terrace, C-104 Fort Lauderdale, FL 3331

N.B. TRAYLOR & ASSOCIATES
AC

6467 Renoir Ave.

Baton Rouge, LA 70806

(504) 925-1236

Owner: Niel B Traylor, Jr

VALLEY

AU D- 0
DIVISION OF TODRANK TECHNICAL SYSTEMSy

Tel: (305) 7911501, TLX (WU) 75 3¢

120 SW. 2

bR Sound Carries Measuramaent

N Monitoring of Supplied
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Aitarga, GA

\\?; 2821 Erica Place, Box 40743
Nashville, TN 37204

VALLEY AUDIO
Nashvitle, TN

Test Tapes

WM

« Cassettes

VALLEY AUDIO

2821 Erica Place, PO Box 40743

Nashville, TN 37204

(615) 383-4732

Services/Specialization: The latest in acoustical and electron-
ics systems design services: Reflection Free Zones, RPG,
LFD Diffusion, custom monitoring systems. Joint projects with
Neil Grant of Harns/Grant Associates, London, England. Ex-
clusive importer/BOXER all soft dome control room monitors
valley's acoustical designer, consultant, Robert L. Todrank
Equip. Tecron TEF-10 analyzer, B&K, VIE, etc Dealers for
NEOTEK. Sound Workshop, Tndent, Harnson consoles, Otan's
full hine of professional recorders incl new DTR-900 digital
multi-track We offer complete equip. installation, maintenance
and servicing of all professional audio equip. Valley special-
1zes In "turnkey” facilities Current projects: The Welk Mustc
Group, Middle Tennessee State University, F.B.L, Washington.

NORTH CENTRAL

ADVANCED LOGIC SYSTEMS
SD, AC

59 Franklin St.

Canal Winchester, OH 43110
(614) 837-1936

Owner: Chet Hall

* Open Reel up to 1"

« Custom Formats

For a catalogue of standard test tapes or
further information contact:

ATMOSOUND

SD, AC, EI, MR, ER

400 W. Richards Rd.
McConnelsville, OH 43756
(614) 962-6587

Owner: Atmosound
Manager: Rick Shriver

RCA TEST TAPES
DEPT M

6550 E. 30th St.
Indianapolis, IN 46219
(317) 542-6427
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NAPERVILLE MUSIC
618 E. Ogden
Naperville, IL 60540
{312) 355-1404

Owner: Mark Gardner
Manager: Steve Jacula

NORTH STAR SOUND, INC.
AC, SES, EILER

1406 1st Ave. S.
Minneapolis, MN 55403
(612) 871-6016

Owner: Christopher Eng

OWL MAINTENANCE
El, MR

29 E. First St.

Hinsdale, IL 60521
(312) 325-1221

Owner: James W. Glass

PASCO SOUND

SES, El, MR, ER

1019 Hill Pi.

Jackson, Ml 49202

(517) 596-2573

(517) 787-0058

Owner: Calvin L. Williams

P! AUDIO

SES

2121 Brookpark Rd.
Cleveland, OH 44134
(216) 7411400
Owner: David Yost

PRO-TECH SERVICES
SO, AC, EI, MR

1922 Fargo

Des Plaines, IL 60018
(312) 699-8937

Owner: David A Jack
Manager: David A Jack

NORTH CENTRAL

UDIO

DESIGNERS
& SUPPLIERS

LEGEND: SD: Studio Designer, AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; El: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equipment Rentals

PROFESSIONAL AUDIO DESIGNS INC.
SD, SES, El, MR, ER

8550 W. National Ave.

West Allis, Wi

{414) 327-5330

Owner: Scott Leonard

PYRAMID AUDIO INC.
SD, AC, SES, EI, MR, ER
450 W. Taft Dr.

South Holland, IL 60473
(312} 339-8014

Owner: Rob Vukelich
Manager: Rob Vukehch

QUALITY SOUND ENGINEERING/CONSTRUCTION
SD, AC, SES, EI

620 Glen Cove

Lake St. Louis, MO 63367

(314) 625-3730

Owner: Gerard M Quinn

Manager: Gary Manuel

THE
RECORDING
WORKSHOP

-

OUR "HANDS-ON’

-

LEARN THE A

RT OF

LEARN CREATIVE RECORDING SKILLS ON THE LATEST EQUIPMENT AT THE LEADING
SCHOOL FOR SOUND ENGINEERS, PRODUCERS AND STUDIO MUSICIANS. WITH OR
WITHOUT PREVIOUS EXPERIENCE, IF YOU'RE SERIOUS ABOUT A CAREER IN RECORDING,
TRAINING PROGRAMS CAN GET YOU STARTED AND PUT YOU AHEAD
FOR FREE BROCHURE, PLEASE CALL OR WRITE TODAY

THE RECORDING WORKSHOP

455-X MASSIEVILLE ROAD, CHILLICOTHE, OHIO 45601
(800) 848-9900

OHIO STATE BOARD OF SCHOOL AND COLLEGE REGISTRATION #80-07-0696T

- P

RECORDING

(614) 663-2544
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Services/Specialization: Quality Sound has been inflyentiat
in creating world class acoustical environments for over a
decade, specializing in design and construction of state-of-
the-art video and audio recording studios, soundstages & pro
listing rooms. Our work has taken us across the country,
renovating older facilities and constructing new ones. We
have designed and constructed such projects as "United
Press International’s World Headquarters™ in Washington, DC
and "Jimmy Swaggert's World Headquarters™ Baton Rouge,
Louisiana. We have built surroundings that workers find aes-
thetically pleasing and conducive to work, without losing sight
of the needs of the building owner. We provide quality working
Space to meet everyone’s needs. Quality Sound is interested
in working directly with the studio owner in designing new
state-of-the-art audio/video complexes or remodeling your
existing facility. So if you're looking for the most qualfied
acoustical contractor, give us a try. See why the professionals
have

RAINBOW PRODUCTIONS OMAHA/
RECORDING STUDIOS

SD, AC, SES, EI, MR, ER

2322 S. 64th Ave.

Omaha, NE 68106

(402) 554-0123

Owner: Nil Anders Erickson

Manager: Paul Jonas

RENT FX-AUDIO EFFECTS RENTALS
ER

2500 N. 77th Ct.
Elmwood Park, IL 60635
(312) 452-5594

Owner: Chris Kirby
Manager: Sherrie Kirby

RONDINELLI MUSIC/AUDIO
SES, ER

3250 Dodge

Dubugue, 1A 52001

(319) 583-8271

Owner: George Rondinelli

SHURIKEN SOUND STUDIO
SD, AC, SES, EI, MR

512 N. Sherman

Liberal, KS 67901

(316) 6241472

Owner: Brent E. Broadfoot

SOUND COM CORPORATION
SD, SES, El, MR, ER

227 Depot St.

Berea, OH 44017

(216} 234-2604

Owner: Bill Fussner

Manager: Bill Murray

SOUND CORE MUSIC
SES, EI ER

715 S. University
Carbondale, IL 62901
(618} 457-5641

Owner: Joe Castrejon
Manager: Dan Shingel

SOUND SOLUTIONS
SES, EI, MR, ER

5701 Canton Center Rd.
Canton, MI 48187

(313) 455-5557

Owner: John Williams

SOUND TRAX+

SD, AC, SES, EI, ER

1000 W. 17th St.
Bloomington, IN 47401
(812) 332-7475

Owner: Joseph T Wilson
Manager: Joseph T Wilson

SOUNDS GREAT

SD, AC, SES, EI, MR, ER
1940 S. Stewart
Springfield, MO

(417) 883-4543

Owner: Mark Morton
Manager: Steven E. Smith



STEPHCO CONSTRUCTION, INC.
AC, El

8605 E. 116th St.,, PO Box 351
Fishers, IN 46038

(317) 849-2844

Owner: Charles S. Ballard
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J.M. STITT & ASSOCIATES, INC.
Cincinnati, OH

JM. STITT & ASSOCIATES, INC.

SO, AC

PO Box 14585

Cincinnati, OH 45214

(513) 621-9292

Owner: James Stitt

Services/Specialization: Award-winning custom studio and
facility design services, including architectural, acoustical
electrical, lighting, mechanical/HVAC, interior aesthetic and
ergonomic designs and construction management. We spe-
cialize in the latest state-of-the-art LEDE rooms, new of refur-
bished, tailored to your budget. Serving the recording, broad-
castand AV teleproduction industries. Acoustic and technical
consultation including innovative systems design, impartial
equipment selection, computer-aided design and room analy-
ses and Techron TEF and other audio measurements. Our
design team, each with 15-plus years experience in their
respective fields of expertise, possess a unique sensitivity and
ability to combine the diverse needs of the owner, client,
producer, musicianand engineer into a harmonious, success-
ful facility.

SYNDER SYSTEMS

SES, EI, MR, ER

16638, 40, 44 E. Warren Ave.
Detroit, MI 48224

(313) 884-1790

(313) 881-5167

Owner: Ken M. Snyder
Manager: Chris Best

TECH SERVICES

El, MR

3617 Eliot Ln.

Madison, WI 53704
(608) 249-5681

Owner: Dan Swadley
Manager: Dan Swadley

THOMPSON ELECTRONICS COMPANY
AC, SES, ER

905 S. Bosch Rd.

Peoria, IL 61607

(309) 697-2277

Owner: Craig A Thompson

WORLD OF SOUND & LIGHT
El

615 W. Jefferson St

Plymouth, IN

(219) 936-5558

Owner: Larry Truman

ERIC NEIL ANGEVINE, PE.

AC
910 Lakeridge Dr.

Stillwater, OK 74075

{405) 372-3949

(405) 624-6043

Owner: Erc Neil Angevine, PE

AUDIO VIDEO RECORDERS OF AZ.
SES, ER

3830 N. 7th St.

Phoenix, AZ

(602} 277-4723

Owner. Floyd Ramsey

Manager: Ozzie Oslund

AV PRO, INC.

SES, ElL, MR

2353 Santa Anna, #23
Dallas, TX 75228
(214) 327-0453
Owner: Tom Fowlston

D.P. AYYAPPAN, CONSULTANTS IN ACOUSTICS
1908 University Dr.

Richardson, TX 75081

{214) 644-2130

Owner: D P Ayyappan

DEAN BAILEY

SO, El, MR

3422 Beech St.
Rowlett, TX 75088
(214) 475-9796
Owner. Dean Bailey
Manager: Dean Baley

BRASSWIND RECORDING STUDIO, LTD.
SD, SES, El ER

2551 Texas Ave.

Shiloh Pi, Ste. F

College Station, TX 77840

(409) 693-5514

Owner: Davd O. Cooper

Manager: David O. Cooper

CAMPBELL CONSULTANTS
El, MR

7010 Hickory Ridge
Converse, TX

{512) 653-9322

Owner: Brad Campbell
Manager: Kevin Martin

C.E.LE. SPECS.

AC

PO Box 19756
Houston, TX 77224
{N3) 747-6753
Owner: SK. Hayre
Manager: HS. Hayre

CHILES PLAY

El

3743 La Joya
Dalias, TX 75220
(214) 3511550
Owner: Chuck Chiles

CORE SYSTEMS INC.

SES, El, MR, ER

10440 Westpark

Houston, TX 77042

{713} 977-9500

Owner: David Dalzell, Grif Palmer

CORNERSTONE AUDIO

AC, El

Box 306

Clinton, OK 73601

(405) 323-7694

Owner: Michael J. Bingenheimer

DB ASSOCIATES

SD, AC, SES, El

841 Loralinda Dr, Box 14892
Austin, TX 78761

(512) 835-4572

Owner: Doran W. Bryson

It’s not enough.

make the difference.

performs only as well
as we do.

The maghnitude and variety of professional
audio and lighting equipment L.D. Systems
carries is pretty impressive.

Sure we represent all the major manufacturers, but equip-
ment alone isn’t enough. What is important is dealing with
a sales staff of experts who know the gear and how it can
best work for you. It's important to know the equipment
you purchase will be installed quickly and efficiently

by responsible professionals and serviced by
factory-trained repair technicians who pride

themselves on quick turnaround. At

L.D. Systems, it's the people that

After all, the equipment
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DOCTOR AUDIO

AC, El, MR, ER

6707 Willamette Dr.
Austin, TX 78723

(512) 926-6222

Owner: Kenneth Epstein

.\

e

E.A.R. PROFESSIONAL AUDIO/VIDEO
Phoenix, AZ

E.A.R. PROFESSIONAL AUDIO/VIDEO

SD, SES, Ei, MR

2641 E. McDowell Rd.

Phoenix, AZ 85008

(602) 267-0600

Owner: John Gibson. Tim Delaney

Services/Specialization: Service of audio and video equip-
ment for recording, production and sound reinforcement
Major console and tape machine lines include Otar! Trident,
Soundcraft, NEOTEK, Amek, Yamaha, Tascam, Sony, JVCand
many more. Support services include full Systems design,
nstaliation and maintenance of production facilities from 64-
track audio/video post-production studios, artist's home stu-
dios, to concert tounng systems An expenenced and knowl-
edgeable sales and technical staff along with the finest selec

SOUTHWEST

TUDIO

DESIGNERS
& SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; EI: Equipment
Instaliation; MR: Maintenance/Repair Services: ER:
Equipment Rentals

tionof equipment ines to choose from has made EA R one of
the major professional audio/video distributors n North
America

FORD AUDIO-VIDEO SYSTEMS
AC, SES, EI, MR, ER

5362 S. 129th E. Ave.

Tulsa, OK 74134

(918) 252-9581

Owner: Jm Ford

Manager: Bryan Burdick

GABRIEL SOUND AND ENGINEERING
SD, SES, El, MR, ER

833 W. Main St.

Mesa, AZ 85201

(602) 969-8663

Owner: Brent Gabrielsen

SCS

SOUND CODE SYSTEMS

You make your living by providing
a quality product. So do we. How
much powef you can deliver may
determine how much business
you will get. Ditto. Dependability
1S everything to you. Same with’
us. Neither you nor your customer
wants to spend more than you
need to get the job done, and
you shouldn’t. We can help.

MOS-FET
Audio'rAmplifiers

MORE POWER & FIDELITY
FOR LESS MONEY

““The Ultimate No Frills Amplifier’’

SCS, P.O. BOX 2198, GARDEN GROVE, CA (714) 554-0903

(=]

The new SCS 2600A delivers
600 watt/ch into a 4 ohm load
for $1099 retail. Rear-racking,
fan cooling, 70v/microsecond slew
rate, +350 damping factor and a
2-year warranty complete the
package. Same with our 450 and
350 watt per channel amps. Pure
power & fidelity in a rock solid
package. Proudly Made In the USA.
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Lustom Engineering in Sound

HARDIN ELECTRONICS
Ft. Worth, TX

HARDIN ELECTRONICS

SES, MR

5635 E. Rosedale St.

Ft. Worth, TX 76112

(817) 429-9761

Owner: Larry Bell

Services/Specialization: Hardin 1s a full service pro-audio
dealer serving the recording and reinforcement markets. We
stock several grades of Ampex tape in 2", 1”, %" and 4" sizes
with special pricing based on studio size. We also are the
headquarters for studio supplies such as reels, boxes, splic-
Ing kits, etc., and move cassettes by the piece or the 100-lot
case. Product lines include: microphones by AKG, Audio-
Technica, Beyer-Dynamic, Crown, E-V, Fostex, Sennheiser,
Shure and Tascam; mixing consoles by Soundcraht, Studio-
master, Fostex, Tascam and Yamaha; Akai, Tascam, Revox
and Yamaha recorders; speakers by Auratone, E-V, EAW, JBL
and Yamaha;, signal processing by {among others) Aphex,
dbx, DeitaLab, DOD, Eventide, ART, UREI, Valley People and
Yamaha; and power amps from Crown, Hafler and Yamaha
We also supply raw cables and connectors in bulk (Switchcraft
and Neutrik distributor) with snakes and cables by Conquest,
Pro-Co, Wireworks and Whirlwind. Hardin 1s also the largest
Appie computer dealer in North Texas with a vanety of MiDI
interfaces and software available

BILL HOLFORD SOUND
SD, AC

5418 Grape Rd.
Houston, TX 77096

(713) 667-8265

Owner: Bill Holford
Manager: Bill Holford

'The Joiner-Rose
Group, Inc.

4

THE JOINER-ROSE GROUP, INC.

Dallas, TX
THE JOINER-ROSE GROUP, INC.
SD, AC
4125 Centurion Way
Dallas, TX 75244
(214) 392-7800

Services/Specialization: Russ Berger leads the Joiner-Rose
Group studio design team, a group of engineers, scientists
and musicians who combine experience In the recorditg
industry and an understanding of studio operations with a
broad base of technical skills in acoustical design. Whether in
new construction or renovation, Russ employs the latest



acoustical insights and practical construction techniques to
provide predictable and cost-effective results. From initial
space planning through design, construction, inspection and
operation, state-of-the-art technology is tailored to the studio
owner's needs, budget and clientele. As a principal of The
Joiner-Rose Group. Russ is a vital part of one of the oldest and
largest full-service acoustical consulting firms in the country.
The Joiner-Rose Group maintains a full array of instrumenta-
tion, including a TEF® measurement system. We also offer
design services, problem solving and testing in noise control,
architectural acoustics, vibration analysis, video systems de-
sign, sound systems and environmental acoustics.

n
<
g
-f
m
S
g

Recording
SLSIEMS
L

Interface Consulting/
Engineering Company

RECORDING SYSTEMS LTD.
Dallas, TX

ROCK STUDIO SUPPLY
SES

Box 5997

Norman, OK 73070
(405) 329-8431

Manager: David Moore

ROCKIN' ROBIN GUITARS & MUSIC
SD, SES, EI, MR

3619 S, Shepherd

Houston, TX 77098

{713) 529-5442

Owner: Bart

Manager: Dan

ROMULO ROMO GROUP
SD

3224 Modella Ave.

Dallas, TX 75229

(214) 241-9005

Owner: Romulo Romo
Manager: Pilar Saitfe

L.D. SYSTEMS
Houston, TX
LD. SYSTEMS
AC, SES, El, MR, ER
467 W. 38th St.
Houston, TX 77018
{713) 695-9400

Owner: Rob McKinley

Services/Specialization: Full line equipment and services
offered. Professional products include Otari MTR-10/9011
Amek, Tascam, Adams-Smith and others. Complete and func-
tional showroom tacility for all products as well as on location
demonstration if desired. Total service support tor all products
represented Design and consulting services are available

LIGHTNING MUSIC & SOUND PROFESSIONAL PROD. DIV.
SD, SES, El

7801 N. Lamar

Austin, TX 78752

(512) 451-6535

MIDCOM, INC.

6311 N. O'Connor, LB 50

Irving, TX 75039

{214) 869-2144

Manager: Mike Simpson, Jeft Jones
Services/Specialization: Midcom, Inc. exists inthree divisions
First, Midcom provides sales, engineering and service for the
finest lines of audio available, including the Otari MTR senes,
DDA, Amek and Lexicon. Midcom also maintains a large
rental inventory to service any requirement. QOur stock includes
wireless microphones, two-way “walkie-talkies,” Lexicon
PCM70, 480L and 224XL. RTS, Clear-Com and RTAs. The
third division of Midcom incorporates our 48-track audio re-
mote truck This mobile facility is availabie for production.
post-production and remote recording throughout the South-
west

MILANO MUSIC
SES, El, ER

1733 W. Bell Rd.
Phoenix, AZ 85023
(602) 863-2900
Owner. Frank Milano

RECORDING SYSTEMS LTD.
AC, Ei, MR, ER

5301 Victor St

Dallas, TX 75214

(214) 826-0337

Owner. Ron S. Lagerlof

DOES YOUR LIMITER
MASSACRE YOUR SOUND?

The Aphex Dominator™ is
the perfect solution!

Unlike dumb, over-threshold
devices, the Dominator is an
intelligent 3-band limiter with a
proprietary circuit which varies
the threshold for limiting. The
result is an absolute peak ceil-
ing while retaining a trans-
parent sound. You can run
hotter levels to maximize
signal-to-noise without fear of
overloading.

The Dominator provides total
transparency below processing
threshold. ..increased loud-
ness...freedom from spectral
gain intermodulation ... mainte-
nance of transient feel...high
density capability ... and can be
used for multiple applications.
It’s flexible and easy to use.

Ask your audio professional
for a free demonstration. Once
you've heard it, you'll never be
satisfied with your old limiters.

© 1986

Aphex Systems Ltd.
13340 Saticoy Street » North Hollywood, Ca 91605
(818) 765-2212 « TWX: 910-321-5762

Dominator is a trademark of Aphex Systems Ltd. and manufactured in the US.A
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RTsS-321
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EVERY AUDIO PROFESSIONAL NEEDS THIS VERSATILE
‘PHONE'' / “XLR'" ADAPTER IN THEIR TOOL KIT

RTS-321 FEATURES
B 1/4 ATS Male Phone and 3 pin Cannon Female XLA.

@ 32 position switch instantly changes the internal
wiring to match your specitic interconnection needs

AT ..

ASK YOUR OEALER FOR A OEMONSTRATION
CALL OR WRITE FOR FREE BROCHURE

! .
FOURE N1 (818) 116-8540

NN

JLLLL27222722222722222277 77727777

ECONOMICAL 19" RACK MOUNT
‘FURNITURE'" FOR THE
PROFESSIONAL OR HOME STUOID

FX RACK FEATURES:

@ Holds up to 18 “spaces’’ of
equipment

& Attractive black textured vinyl
laminate

B Shown with optional wheels

ASK YOUR OEALER FOR A
OEMONSTRATION

CALL OR WRITE FOR FREE BROCHURE

FOUR [ES5Aw (B10) Tiegtap Ok Fae Ca 907
Yz
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rid class
products and services
~at competitive prices.

ATRIDENT
NEOTEK

FoStex
TASCAM

TEAC Production

% State of the art
selecti6n of outboard
equipment

(602) 267-0600

AR

EAR PROFESSIONAL
AUDIO-VIDEO

2641 EAST MCDOWELL
PHOENIX, ARIZONA 85008
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Installation; MR: Maintenance/Repair Services: ER:
Equipment Rentals

SOUND DESIGNS CO.
AC, SES, EI, MR, ER

1601 Westpark Dr,, Ste. 4C
Little Rock, AR 72204
{501} 663-3808

Owner: Daniel A Smith

SOUND IDEA PRODUCTIONS
El, MR, ER

1620 W. Surrey Ave.

Phoenix, AZ 85029

(602) 942-7363

Owner: James Larson
Manager: James Larson

KO-

ado”

STUDIO SERVICES INC./SSI DALLAS
Ft. Worth, TX

STUDIO SERVICES INC./SSI DALLAS

SD, AC, SES, EI, MR

PO Box 37005

Ft. Worth, TX 76117

(817) 429-0764

Owner: John Alderson

Manager: Leland Burns

Services/Specialization: We are a full-service professional
audio organization staffed by top-flight recording engineers,
studio consultants and equipment designers dedicated to
serving the Texas. Oklahoma and Louisiana area and offering
state-of-the-art pro audio equipment, system installation and
maintenance. SSI1s a sister company of Studio Supply, Nash-
ville and 1s not affiiated with any studio or sound production
company. We have no other interest than 1o provide the best in
service and equipment. Qur product line includes but is not
limited to: Akar, Audio & Design, Hafler, Harrison, Sanken,
Sierra Audio, Sony Pro Audio, Sony digitaltape, Studiomaster,
Ursa Major and Valley People. Studio services manager Le-
land Burns 1s highly experienced in sound production and
knows what clients go through to maintain high-caliber work
His love and attitude towards good studios insure SS! does its
partio see they are successful. Microphone to mixer to mon-
tors, analog and digital, radio or records, plus audio-for-vid-
e0—Studio Services Inc. 1s ready 10 serve

TANDEN PRODUCTIONS
SES, EI, MR

PO Box 382

Gainesville, TX 76240

(817) 665-6756
Owner: Bobby Dennis

G.R. THURMOND AND ASSOCIATES

SD, AC

4709 Shoalwood

Austin, TX 78756

(512) 453-4173

Owner: Bob Thurmond

Services/Specialization: Studio, control room and monitor
system design, with special services and rates for smaller
faciiies. Many design services available via mail and tele-
phone. Special expertise In loudspeaker-room interfaces.
Custom and conventional instrumentation available for de-
tailed time and frequency-analysis of real situations Custom
equalizer crrcuttry, including multi-band parametrics, used for
gentle correction of monitor system response deficiencies
Continuing research, especially in loudspeaker and circuitry
technologies, with ensuing development of new instrumenta-
tionand equalizer devices. All jobs receive the personal atten-
tion of Bob Thurmond, who has had more than 20 years
expernence. Call im for more information

UP WITH PEOPLE
ER
3103 N. Campbell Ave.

Tucson, AZ 85719
(602} 327-7351

SO.CALIF./HAWAII

ACOUSTIC SCIENCES OF CALIF.
AC

6709 Ethel Ave.

N. Hollywood, CA 91606
(818) 763-9587

Owner: Richard Lomax

ADVANCE RECORDING PRODUCTS
SES

7190 Clairemont Mesa Blivd.

San Diego, CA 92111

(618} 277-2540

(800) 858-1061 (in CA)

(800) 854-1061 {outside CA}

Owner: Rosie Anand

Manager: Joyce Wozniak

ALCORN MCBRIDE & ASSOCIATES
SD

2660 Townsgate Rd., Bldg. 280
Westlake Village, CA 91361
(805) 494-3506

Owner: Steven C. Alcorn

DAN ALEXANDER AUDIO
SES, ER

1523 N. Gordon
Hollywood, CA 90028
(213) 466-0477

Owner: Dan Alexander
Manager: Joe! M Kohn

AMEK CONSOLES INC.
SES, EI

10815 Burbank Bivd.

North Hollywood, CA 91601
(818) 508-9788

AUDIBLE SYSTEMS
ER

1631 Maria St.

Burbank, CA 91504

(818) 843-2121

Owner: Richard Castleberry
Manager: Andy Chappel

AUDIO CONSULTANTS OF SANTA BARBARA
El, MR

3413 Keeshen Dr.

Los Angeles, CA 90066

AUDIO GRAPHIC SYSTEMS
SES, EI, MR, ER
15207 Marquardt Ave.



Santa Fe Springs, CA 90670
(213) 921-0707
Owner: Ted & Jackie DeGroot

BBN LABS

SD, AC

21120 Vanowen St

Canoga Park, CA 91303

(818) 347-8360

Manager: Paul Jensen, Colin Gordon
Services/Specialization: We ofter design services for record-
ing studios and controi rooms, radio and television studios,
scoring stages, Foley stages. film and video post-production
facilities including acoustics, noise control, space planning
and electronic systems. We will provide acoustic and electron-
ic testing and evaluation of existing and new facilities includ-
ing reverberation time, sound distribution, time-delay spec-
trometry, sound isolation, HVAC noise, electronic noise and
distortion. We offer independent laboratory evaluation and
certification of acoustic and electronic performance of equip-
ment. Recent projects include: remodeling of scoring stage
and control room for Walt Disney Productions, Burbank; stu-
dios for KOIN-TV, Portland; audio-visual studios for National
Geographic Society, Washington; Dallas Communications
Complex, Irving, Texas. BBN is the world's largest acoustical
firm with oftices and laboratories in Los Angeles and Boston.

BELCAN CORPORATION
SD, AC, EI

1756 Flower St

Giendale, CA 91201

(818) 409-0827

Owner: Ralph G. Anderson
Manager: John T. Brenkman

THE BERTECH ORGANIZATION
SES

14447 Califa St

Van Nuys, CA 91401

(818) 909-0262

Owner: Lee Berman

CALIFORNIA COMPACT DISC GROUP
SES, Ei
955 W. 19th St, #A205

Costa Mesa, CA 92627
(714) 646-3326
Owner: Larry Marks

CLEARTRONICS

SD, SES, El, MR

16019 Londelius St

Sepulveda, CA 91343

(818) 894-2999

Owner: Jeffery Marcus, Charles Ducat

JEFF COOPER ARCHITECTS
A.lLA.

ARCHITECTURE
ACQUSTICS ENGINEERING

JEFF COOPER ARCHITECTS ALA.
Calabasas, CA

JEFF COOPER ARCHITECTS A.lA.

SD, AC

4766 Park Granada, Ste 106

Calabasas, CA 91302

(818) 887-9100

Services/Specialization: Architectsand builders for the enter-
tainment industry. Specializing in: recording studios, film stu-
dios, video studios, theaters. Clients include: Steven Spiel-
berg, George Lucas, Cannon Film Corporation, Walt Disney

Studios, Warner/Hollywood Studios, MCA, others. Services:
architectural design, acoustic consulting, engineering, interior
design, construction, management. The new 1986 edition of
Building A Recording Studio by Jeff Cooper is available
through this office

Chips Davis
LEDE DESIGNS, Inc.

CHIPS DAVIS LEDE DESIGNS, INC.
San Rafael, CA

CHIPS DAVIS LEDE DESIGNS, INC.

SD, AC

3364 Clandara, Las Vegas, NV 89121

(702) 7311917

2169 Francisco Bivd., J-1

San Rafael, CA 94901

(415) 459-2888

Owner: Chips Davis, Jerry Jacob

Services/Specialization: Chips Davis designed and built the
first LEDE control room in 1978 in Las Vegas, NV. Since then,
Davis has defined and set the standards for LEDE and LEDE-
type monitoring environments. Davis’ researchand continued
commitment to the scientific principles involved have make

—CONTINUED ON NEXT PAGE

i

Blue Jay Swudios, Carlisle

The RPG Diffusor Revolutionizes Acoustical Design
, DIFFUSION

Red Bus, London

NEW ACOUSTICAL TREATMENT

SELECTED DIFFUSOR USERS

APPLICATIONS

The RPG is a new modular computer-de-
signed reflection-phase grating, based on
mathematical number-theory sequences.
The RPG scatters sound from any direc-
tion, in all directions — for any desired
frequency bandwidth. Now you can
easily eliminate flutter and slap echos,
while maintaining a natural ambiance;
provide diffuse lateral reflections which
increase the spatial impression; improve
intelligibility and provide ensemble re-
flections. Call or write for our free
brochure.

RPG Diffusor Systems, Inc. 12003 Wimbleton St., Largo, MD 20772 Pho
RPG Europe — Phone 01:900-0355 Telex 935847 CETECA G RPG Far East —

BBC Maida Vale 4, London
Dobbins Theatre, San Francisco
Limelight Video, Miami

Master Sound Astoria, New York
NBC-TV Studios, NY & Burbank
NFL Films, Mt. Laurel

Radio New Zealand

San Francisco Production Group
Sound Stage Studios, Nashville
Swaggart Ministries, Baton Rouge
TeleImage, Dallas

WFMT, Chicago & Philadelphia
White Swan, Guangzhou, China

Recording/Broadcast/Post Facilities
Audio/Video & Teleconference Rooms
Worship Spaces  Acoustical Shells
Music Rehearsal Rooms e Auditoriums
Audiophile Home Listening Rooms
Performing Arts Facilities ¢ Schools

®

Diffuse It or Lose It

ne 301-249-5647 Telex 5106004126 RPG
Phone 37446189 Telex 393097 POSOD HX

Patent Pending
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himthe acknowledged expert in the field Among Chips Dawis-
designed facilities you might wish to wisit are Tarpan Studio
(Tres Virgos), San Rafael, CA; Crescendo Audio Production,
San Juan, PR, Radio-TV Caracas, Caracas, Venezuela; Audio
Archives, Syracuse Unwersity, Syracuse, NY; NBC Traming
Center, NY, ABC, NY, Sounds Interchange, Toronto, Ont., Can-
ada, MBC Center, Winnipeg, Manitoba, Canada: NBC PPS 1,
CRs 1,2, 3,4 and 9 (Carson, Jepordy, Wheel) Brookiyn 2,
Brooklyn, NY (81 Cosby Show); National Public Radio, Soungd-
wave, Wahsington, DC; JBL, Columbia Academy, Phoenix
Studio, Vancouver, BC, Canada; Granny's House, Reno, NV:
Starstudio. Hamburg, W. Germany, Services offered design,
consultation, seminars and training, TOS™ measurements,
electronic and product design consultaton, marketing and
management services as well as on-site supervision and
turnkey services

WALT DAVIS ENTERPRISES
SD, SES, El, MR, ER

3439 Cahuenga Bivd, W.
Hollywood, CA 90068

(213) 876-6400

Owner: David Rozzen

DESIGN FX AUDIO
ER

PO Box 491087

Los Angeles, CA 90049

(213) 838-6555

(800} 441-4415

Owner: Gary Ladinsky

Services/ Specialization: Design FX Audio is a digital audio
rental company. We specialize in state-of-the-art effects and
digital recording equipment including Sony and Mitsubishi
digital multi-track machines. Our staff is comprised of music
professionals able to help access equipment needs and to
answer technical questions Design Fx Audio provides fast,
efficient 24-hour service at competitive prices. We cater tothe
recording, film and video fields. Contact: David, Rick or Gary.

ROBERT FERRA

El, MR

6550 Wilkinson Ave.

N. Hollywood, CA 91606
(818} 761-8305

Owner: Bob Ferra

FISHER FACILITIES DESIGN
SD, El, MR

2874 Nandina Dr.

Palmdale, CA 93550

(805) 947-9665

Owner: Dave Fisher

GEFEN SYSTEMS

SD, SES, MR

5068 San Feliciano Dr.
Woodland Hills, CA 91367
(818) 884-6294

Owner: Haga: Gefen

HI-TECH MUSICAL SERVICES
SD, SES, El, MR

2800 S. Washington Bivd.
Marina Del Rey, CA 90292
{213) 822-1983

Owner: Tim Myer

Manager: Tim Myer

HOLLYWOOD VAULTS, INC./FILM & TAPE
STORAGE CENTER

SES, ER

742 N. Seward St.

Hollywood, CA 93108

(213) 461-6464

Owner: David Wexler

HUGHES SOUND ENGINEERING
SES, El, MR

3533 Old Conejo Rd,, Ste. 125
Newbury Park, CA 91320

(805) 499-7744

CHRISTOPHER HUSTON
SD, AC

5933 Graciosa Dr.
Hollywood, CA 90068
(213) 467-2969

136 MIX, AUGUST 1987

SO. CALIFORNIA

STUDIO

DESIGNERS
& SUPPLIERS

LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; El: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equipment Rentals

INTERNATIONAL BROADCAST
SD, SES, EI

4415 Hamilton, PO Box 161103
San Diego, CA 92116

(619) 6921778

Owner: Patrick Espinoza

JIM'S MUSIC CENTERS
SES, EI, ER

1854 N. Placentia Ave.
Placentia, CA 92670
(714) 528-3370

Owner: Robert Joly
Manager: R. Werner

JIM'S MUSIC CENTERS
SES, El, ER

14120 Culver Dr, Ste. H
Irvine, CA 92714

(714) 552-4280

Owner: Robert Joly
Manager: R Werner

MCMANUS ENTERPRISES
, MR
PO Box 6530

San Diego, CA 92107

(619} 223-1730

Owner: Paul McManus

KENNETH R. MEADES

8D, AC

PO Box 71098

Los Angeles, CA 90071

{213) 666-9570

Owner: Kenneth R. Meades
Manager: Kenneth R. Meades

MUSICIANS REPAIR SERVICE

SD, AC, SES, EI, MR

3089 54th St.

San Diego, CA 92105

(619) 583-7851

Owner: M. Krewitsky

Manager: R. Conrad

Services/Specialization: MIDI studio system design and main-
tenance, MIDI updates, retrofits, recording systems, design
mamntenance, speaker reconing. Musical electronics calibra-
tions and modifications. Factory warranty service for more
than 100 brands. All major lines for MIDI studio, recordingand
ve performance Microphone speaker specialists.

NONSTOP PRODUCTIONS INC.
SD, AC, SES, EI, MR

3320 E. Century Blvd.

Lynwood, CA 90262

(213) 774-0931

Owner: Arthur G. Wright
Manager. L Marlene Wright

PARAGON SOUND

SD, SES, El

PO Box 8400

Universal City, CA 91608
(213) 462-4432

Owner: Kurt E. Albershardt

PERCEPTION INC.

Consultants in acoustics

PERCEPTION INC.
Los Angeles, CA

PERCEPTION INC.
, AC
PO Box 39536

Los Angeles, CA 90039

(213) 857-4912

Manager: G.L. Augspurger

Services/Specialization: This consutlting group is headed by
well-known acoustician and studio design expert, George L.
Augspurger. His wide experience with commercially success-
ful TV, fitm and recording studios covers every major record
label as well as the most prestigious independent studios.
Projects currently underway include four major recording
complexes, a number of studio remodeling designs, acousti-
cal consultation for auditoriums and film sound stages, two TV
sweelening room designs and acoustical corrections in three
existing studios. Perception Inc. provides professional consult-
ing and design services to architects, builders and studio
owners; it has no association with any contractor or equipment
supplier. In addition to studio design services and acoustical
consuitation, the company provides extensive acoustics test-
ing capabiiities. Mr. Augspurger is a member of the Audio
Engineering Society, Acoustical Society of America. U.S. insti-
tute for Theatre Technology, American Theatre-Association
and National Council of Acoustical Consultants.

POSITIVE MEDIA
ER

5422A Fair Ave.

N. Hollywood, CA 91601
(818) 761-5192

Owner: Paul Holman
Manager: Corrine Power

PROFESSIONAL SOUND SYSTEMS

Monrovia, CA
PROFESSIONAL SOUND SYSTEMS
SD, AC, EI, MR
2527 Treelane Ave.
Monrovia, CA 91016

(818) 359-1373

Owner: William C. Wysock

Manager: Lynn C. Wysock

Services/Specialization: Professional Sound Systems special-
izes in custom monitor system design, construction and inte-
gration for personal use facilities. Specialized ancillary equip-

—CONTINUED ON NEXT PAGE
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Midiopolis
362 S. La Brea Ave.
Los Angeles, CA 90036

------------.‘

THE MIDI
SYNCHRONIZATION
SPECIALISTS

and SynHance .

We are the MIDI specialists with all major brands of software,
interfaces, computers, and peripherals.

We are musicians and we understand what it takes to make it work.

Call toll free {or
our new catalog

1-800-332-MIDI

DON’T BE LEFT OUT!

Even if your studio or
company did not run a
listing in one of Mix's
monthly directories dur-
ing 1987, you can still
be listed in the 1988
Mix Annual Directory
—but only if you act
now! Don't miss your
last chance to be
included with a listing
and photograph or logo
in the most complete
directory of recording
and production indus-
try facilities and serv-
ices! Fill out the
accompanying coupon
and we will send you
an application.

——————n

Circle #198 on Reader Service Card

of
THE 1988 MIX ANNUAL
DIRECTORY

of Recording Industry Facilities & Services

- ——

Your Name Title
Company Name

Type of business: (check box) O Studio OOther: (specify)
Address
City

Telephone ( )

State Zip

Return to: MIX ANNUAL DIRECTORY
2608 Ninth Street, Berkeley, CA 94710
For information and applications, call: (415) 843-7901

----------------------------------.‘

Midiopolis

MIDI Synchronization is a vital part of modern recording
techniques, yet vendors of synchronizers have little experience with
computer based sequencers.

Welcome to Midiopolis, the complete resource center for Midi
sequencing, synchronization, sample editing, and notation editing.
Because of our position at the cutting edge of this advancing
technology, we are able to provide a unique service for the working
musician and engineer. We are able to integrate the nuances
of software with the power of hardware. All in one place. We carry
products like Southworth Jam Box 4, Hybrid Arts SMPTE Mate,

i
"
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ment not avallable from other OEM. sources are butlt to
customer’s requirements. From power line filter/control pan-
els to audio/video monitoring interfaces, sub-assemblies to
turnkey packages. Demo facilities shown in photo are availa-
ble by appontment. Contact William C. Wysock, owner, for
intormation (818) 359-1373. Professional Sound Systems,
2527 Treelane Ave.. Monrovia, CA 91016

SCOTT PUTNAM

SD

7345 Cantaloupe Ave.
Van Nuys, CA 91405
(818) 786-8288

Owner: Scott Putnam
Manager: Scott Putnam

SAFARI VIDEO & INTERCOM ELECTRONICS
El

6309 Eleanor

Los Angeles, CA

(213) 856-9845

Owner: Sandy Cupples

SANTA BARBARA SCENIC

SD, SES, El, ER

1164 Crestline Dr.

Santa Barbara, CA 93105

(805) 962-4179

Owner: Stephen Epstein, Theodore Dolas

SIDEREAL AKUSTIC AUDIO SYSTEMS, INC.
SES

1969 Qutrigger Way

Oceanside, CA 92054

(619) 722-7707

Owner: Richard A. Smith

DOC SIEGEL AUDIO SERVICES
SES, MR, ER

5755 Corteen PI.

N. Hollywood, CA 91607

(213) 877-2300

Owner: Doc Siegel

SMITH, FAUSE & ASSOCIATES, INC.
AC

5601 W, Slauson Ave,, Ste. 201
Culver City, CA 90230
{213) 568-8555

SOUND ADVICE LTD.
ElL MR

4844 Lankershim Bivd.
N. Hollywood, CA 91601
(818) 761-8393

Owner: Ralph D. Skelton

SOUND CHAMBER, INC.
SES, EI, MR

5400 Cahuenga Bivd.

N. Hollywood, CA

(818) 985-1376

Owner: Jerry Laidman
Manager: Peter Loughnane

THE SOUND SOURCE
ER

PO Box 1495
Hollywood, CA 90028
(213) 876-2400

THE SOUND STAGE

SES, EI, MR, ER

1615 N, Blackstone

Fresno, CA 93703

{209) 233-6531

Owner: Matt Spitzer

Manager: Jerry Liles, Rocky Gannetta

SOUND TECHNIQUES
SES, EILER

PO Box 648

North Hollywood, CA 91603
(818) 764-3355

Owner: Denny McLane
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UD|O

DESIGNERS
& SUPPLIERS

LEGEND: SD: Studio Designer, AC: Acoustical Con-
sulting, SES: Studio Equipment Supply: El: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equipment Rentals

SPECIALIZED SOUND SERVICES

SD, AC, SES, El, MR, ER

15911 Acre St.

Sepulveda, CA 91343

(818} 892-9810

(213) 856-4533

Services/Specialization: A full service company specializing
n studio design, sales and installation. From conception,
layout and planning consultation to facility completion; person-
al attention 1s given to tailor each system to meet the client’s
indvidual needs We maintain a full staff of qualified techri-
cians for maintenance and repair of audio and video facilities.
Eastand West Coast recording studios with full SMPTE inter-
lock Both equipped with Synclavier Synclavier rentals with
programmer available

SPRAGUE MAGNETICS, INC
SES, MR, ER

15720 Stagg St.

Van Nuys, CA 91406

(800) 553-872

(800) 325-4243 (CA)

Owner: D. Sprague

Manager: John M. Austin

SSL INDUSTRIES, INC.
AC, SES, El, MR

PO Box 3410
Camarillo, CA 9301
(805) 482-9884

Owner: John C Russ

STAGING TECHNIQUES
ER

1921 Wilcox Ave.
Hollywood, CA 90028
(213) 874-5106

Owner: Randy Will
Manager: John Bromberg

STUDIO SPECTRUM, INC.
SD, SES, EI, MR, ER

1056 N. Lake St.

Burbank, CA 91502

(818) 845-7000

Owner: Ken Buckowski

STUDIOBUILDERS

8D, AC, SES, El, MR, ER
919 N. Victory Bivd.
Burbank, CA 91502

(818) 842-9526

Owner: George Johnson
Manager: George Johnson

SUPERSOUND STUDIO
SD, El, MR

8946 Ellis Ave,

Los Angeles, CA 90034

(213) 836-4028

Owner: Morns D Golodner
Manager: Morris D Golodner

TAYLOR-MAID

SD, AC, EI

PO Box 3937

Palm Desert, CA 92261
(619} 340-2312

TRITRONICS INC.
R

733 N. Victory Bivd.
Burbank, CA 91502
(818) 569-4000
Owner: Kenneth Kaylor
Manager: Robert Sofia

VIDEQ ENGINEERING, INC.
SD, AC, Ei, MR

225 N. Nimitz Hwy,, 2nd Floor
Honolulu, HI 96817

(808) 524-1888

VJ ELECTRONICS, INC.
El ER

22127 S. Vermont Ave.
Torrance, CA 90502
(213) 533-5980

Owner: Gary L. Ford
Manager: Evan Landrum

WAVELENGTH SYSTEMS DESIGN, INC.
AC, El, MR

214 A Standard St.

El Segundo, CA 90245

(213) 322-9075

Owner: Cheryt Kronfeld

Manager: Greg Dunn

WEST COAST STUDIO SERVICES
SES, EI, MR

11684 Ventura Bivd,, Ste. 302
Studio City, CA 91604

{818) 787-3966

Owner: Scott Hasson

Manager: Wiley Galbraith

WESTLAKE AUDIO, INC.

8D, AC, SES, EI, MR, ER

7265 Santa Monica Bivd.

Los Angeles, CA 90046

(213) 851-9800

Owner: Glenn Phoenix

Manager: Debbie Jenkins, Chnis Carey

WIZARDZ SOUND AND LIGHTING SYSTEMS

SES, EIl, MR, ER

620 W. Santa Anita St.

San Gabriel, CA 91776

(818) 284-2124

Owner: Mark Cruz

Services/Specialization: Wizardz 1s a franchised dealership
for Eastern Acoustic Works' SCD 6000 Reference Monitors,
as well as the full Eastern Acoustic Works line. Also available
are the unsurpassed Hill Audio Amplifiers with 100 to 3,000
watts of clean, dependable power. Included in the Hill line are
the Multi-Mx rack mount mixer and J Series Modular Record-
ing Consoles. From Kimber Kable to Mogami to Biamp to Hill
to you!! Wizardz provides some of the world's best equipment

NORTHWEST

AATRONICS INC
SES, EI, MR, ER
5903 Franklin Rd.
Boise, ID 83709

(208} 343-0900
Owner: Paul Oriovich
Manager: Bill Donnelly

ACOQUSTIC SCIENCES CORPORATION
PO Box 11156

Eugene, OR 97440

(800} 272-8823

(503) 343-9727

Owner: Arthur Noxon

Manager: Arthur Noxon

DAVID L. ADAMS ASSOCIATES, INC.
SD, AC

1701 Boulder St.

Denver, CO 80211

(303) 455-1900

Owner: David L. Adams

ADVANCED VIDEO SYSTEMS
8D, AC, EI, MR
1479A Folsom St.



San Francisco, CA 94103

(415) 863-6767

Owner: John Preston, Gary Kimbalt
Manager: Molly Reynolds

DAN ALEXANDER AUDIO

SES, ER

245 Hyde St.

San Francisco, CA 94102

(415) 474-1625

Owner: Dan Alexander

Manager: Joel M. Kohn

Services/Specialization: In the recording business since
1976, providing audioesoterica as well asthe industry stand-
ards to the major recording facilities in the U.S. Thousands of
clients include Ocean Way, Sunset Sound, Criteria, ASM,
Unique, all three Record Plant Studios, Fantasy, Tolo, Prince,
The Jacksons, Michael McDonald, Van Halen, Merle Haggard,
etc. Dan Alexander Audio has sold more Pultec and Lang
equalizers, more La2a and Fairchild limiters, more Neumann
and AKG tube microphones, more API consoles and more
Telefunken 251s than any other used audio dealer on the
planet! We buy, sell and trade used audio equipment of all
types: recorders, consoles, outboardgear and everthing else
We can get you almost anything you want-—and we can save
you money! We have just opened a retail store and rental
company in Hollywood. You can still reach our San Francisco
office. Make us an offer we can't understand, please!

AMERICAN AUDIO

AC, EI, MR, ER

10529-D Lakeview Ave. SW
Tacoma, WA 98499

(206) 863-6655

Owner: Denris Livingston, Jr.
Manager: Shane Kean Livingston

ARTISTS' ENGINEERING

SD, El, MR

14444 Skyline Bivd.

Woodside, CA 94062

(415) 851-0388

Owner: Harry Sitam

Manager: Harry Sitam

Services/Specialization: A full range of technical services for
recording studios and related pro audio facilities (except
acoustical or computer work). Both shop and field services
are available by appointment. Owner/operator was employed
at Wally Heider's San Francisco maintenance department
1970-76; provides technical services for Neil Young's studio
1971-present; established Artists' Engineering in 1976topro-
vide service for various Northern California studios; factory
trained at 3M and Ampex. Specialization: 1)installation and
modification of recording systems; 2jcustom design and fabri-
cation of sub-systemns and intertace assemblies for recording
systems; 3)tape recorder service;, experienced on most
brands and models; facilities for complete overhaul.

BANANAS AT LARGE
SES, ER

802 Fourth St.

San Rafael, CA 94901
(415) 457-7600
Owner: J.D. Sharp

BLACK BOXES, INC.
AC, SES, EI,ER

1570 Davidson Ave.

San Francisco, CA 94124
(415) 695-9555

Owner: BB!

Manager: Mike Joseph

CALIBRATION STANDARD INSTRUMENTS
SES

PO Box 2727

Oakland, CA 94602

(415) 531-8725

Owner: Edward M. Long

COLORADO SOUND N’ LIGHT INC.
El

7301 N. Broadway

Denver, CO 80221

(303) 429-91M

Owner: James E. Baxter

Manager: Howard Hamilton

CONNECTRONICS CORPORATION
SES

652 Glenbrook Rd.

Stamford, CT 06906

{203) 324-2889

Owner: Richard Chilvers

COZIAR ENGINEERING CO.
AC, SES, EI

PO Box 8076

Incline Village, NV 89450
(702) 831-5671

Owner: Bob Coziar

FUTURE MUSIC
SES

Box 1090

Reno, NV 89504
(800) 367-6434
Manager: Tom White

FUTURE SALES

SES

Box 2077

Redmond, WA 98073
{206) 868-5577
Owner: John Caporale

GLOVE PRODUCTIONS

SD, AC

1128 Alder, Ste. C

Eugene, OR 97403

(503) 344-4570

Owner: Michael K. Pfohl
Manager: Michael R. Denning

GUITAR SHOWCASE/SHOWCASE AUDIO
SD, AC, SES, EI, MR, ER

3090 S. Bascom Ave.

San Jose, CA 95044

(408) 377-5864

Owner: Guitar Showcase Inc

HAIGHT ASHBURY MUSIC CENTER
SES, MR, ER

1540 Haight St.

San Francisco, CA 94117

(415) 863-7327

Owner: Massoud Badakhshan
Manager: Dean Leto

'MI-PALS Thanks To...
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AMH Sales

ART.

AJ & the Shapes
AKG

Alesis

Allograph

American Airlines
Anchor Steam Beer
Aphex Systems
Audio Control

BAM

Bananas at Large
Bay Sound, John Rutledge
BiAmp

Bose

Carraway Audio
Celestion

Coast Wholesale Music
Computers & Music
Crown Electronics
DOD Electronics
DiMarzio

Drapers Music
Earth Ill
Electro-Voice
Events Management Inc.
Exhibit Group
Furman Sound
Future Sales
Gallien-Krueger
Gelb Music
Giftcenter Pavillion

Gordon's Music Paul Rogers & The Baxter Bros.
Guitar Center Pennbrook Ins. Services
Guitar Showcase Tracey Pettis Ulius Design
HME Plus Four Mkig.
Haight-Ashbury Free Medical Clinic Paint of Departure
Haight Ashbury Music Center Pro Media

Hudson Mktg. Pro Co Sound

Intensive Care Pro-Tech Mktg.

JBL RJ Mkg.

JND-Just Noticeable Difference Radon

Jamm Distributing Ramsa

KALX - FM Rane

KITS - FM Reflex Mitg.

K & K Music Carlos & Julio Reyes
Kawai Riley & Petchell Sales
Klipsch Samson

LP Marketing Shure

Leo's Audio and Music Technologies Silver Peak Mkig.
Lichtenauer & Assoc. Skip's Music

Live Oak Music Sound System Services
Loppnow & Assoc. Spitzer Music

Lori Thompson Star Cases

Maguire Summit Bank

Martin Creatics Symetrix

Metropolis Mktg. TOA Electronics

Mix Magazine Tascam

Music & Sound Output WAH Systems

Music Unlimited W.G. Clark Printing/
NARAS Associated Sound
Nomad Electronics Whitwind Audio

No. Calitornia Songwriters Assoc. Will Durst

Otari Corp.

\ Wi

MUSIC INDUSTRY
PARTY FOR ALS

Circle #110 on Reader Service Card
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FRANK HUBACH ASSOCIATES
Acoustics and Vibration
Engineering Consultants

TESTING * DESIGN
We use:
Bruel &Kjaer Instruments

We are musicians AND engineers—
WE UNDERSTAND YOUR NEEDS!

FRANK HUBACH ASSOCIATES
Berkeley, CA

FRANK HUBACH ASSOCIATES

SD, AC

1785 Fourth St.

Berkeley, CA 94710

(415) 528-1505

Services/ Specialization: FHA offers a unique blend of experi-
ence, skill and instrumentation for the design and testing of all
types of studios, performance spaces and histening rooms.
We are a professional partnership of consultants in acoustics,
vibration and sound system design with no products to sell
and no ngid design philosophy. Our partners have back-
grounds n recording, electronics, video, live performance
audio, music, structural and mechanical engineering and the
construction industry. We also have experience as profes-
sional musicians and recording artists FHA's laboratory has
the finest instrumentation from Bruel and Kjaer So. whether
your project 1s large or small, complex or "no inlis,” you
should consider our services: design, design review, HVAC
noise control, noise and vibration control, room acoustics, site
evaluation, sound systems, specification and testing. Previous
clients include: The Record Plant, Bill Graham Presents, FM
Productions, Jefferson Starship, Alice Cooper and The Au-
tomatt

KB SOUND, INC,

AC, SES, EI, MR

1825 Suffolk Ct.

Fort Collins, CO 80526
(303} 493-5933

Owner: Kathleen Hutchison

KIMBER KABLE
SES

2675 Industrial Dr.
Ogden, UT 84401
{801) 621-5530
Owner: Ray Kimber
Manager: Jeff Young

LAKE AUDIO LTD.

SD, AC, EI, MR

60 Montezuma St., #5
San Francisco, CA 94110
(415) 821-9110

Owner: Gilles Virtel

LAKE ELECTRONIC CONTRACTORS, INC.
El, MR

15800 SW Boones Ferry Rd., Ste. 202

PO Box 1225

Lake Oswego, OR 97034

(503) 636-7210

Owner: Thomas P Buli

Manager: James T Bull

LEFT MINUS RIGHT AUDIO CONSULTANTS
SD, Ei, MR

510 B S. Murphy Ave.

Sunnyvale, CA 94086

(408) 773-9793

(415) 960-4260

Owner: Marty Preece

LEO’S AUDIO AND MUSIC TECHNOLOGIES
SD, AC, SES, EI, MR

5447 Telegraph Ave,

Oakland, CA 94609

(415) 652-1553

Owner: Bob Ulus
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LEGEND: SD: Studio Designer; AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; El: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equnpment Rentals

LEO'S AUDIO AND MUSIC TECHNOLOGIES
Oakland, CA

Manager: Ron Webb

Services/Specialization: Sales, service and mstallation of
Sony/MCI professional audio equipment and virtually every
major brand of professional recording, broadcast and sound
reinforcement equipment. Extensive inventory of keyboards,
synthesizers, computers and software for studio and stage
use including the new and highly innovative Kurzweil 250.
Leo’s maintains four showrooms including a working 24-track
control room and s uniquely able to demonstrate the com-
plete product lines of over 120 manufacturers Our sales staff
1s particularly attuned to the marnage of mult-track audio,
computers and keyboards Factory trained service available
on most major lines

E.M. LONG ASSOCIATES
C

4107 Oakmore Rd.
Oakland, CA 94602
(415) 531-8725

Owner: Edward M Long

STEVEN LORENTE PRODUCTIONS
El, MR, ER

5806 Porto Alegre Dr.

San Jose, CA 95120

(408) 268-4344

Owner: Steven Lorente

Manager: Suzanne Lorente

LUDE' BROADCAST ENGR.
SD, El, MR, ER

458 Brannan St

San Francisco, CA 94107
(415) 543-1300

Owner: Pete Lude'

RICHARD MARKELL
MR

17755 Cherokee Trail
Los Gatos, CA 95030
(408) 353-3811

Owner: Richard Markell

ML MARSH ASSOCIATES
SD, SES, EI, MR

PO Box 2203

Portland, OR 97208

(800) 274-7150

Owner: ML Marsh

MICROAUDIO

SES

4438 SW Hewett
Portland, OR 97221
Owner: Gene Rimket

MIRROMERE AUDIO
Wheatridge, CO

MIRROMERE AUDIO

SD, AC, SES, EI, MR, ER

7150 W. 38th Ave.

Wheatridge, CO 80033

{303) 431-2348

Owner: Ron Oren

Services/Specialization: Full ine professional audio sales,
service and installation Complete acoustical designand con-
sultation services from blueprint to hard copy analysis for
recording studios, broadcast, multi-use faciliies and touring
reinforcement Standard line and custom panel manufactur-
ers Installanon hardware manufacturers and suppliers. High
quality loudspeaker cabinetry manufacturing of proprietary
systems or industry standards Studio furniture systems for
recording, broadcast and tourning packages. Complete main-
tenance, modification and reconing facility with factory trained
technicians Supplier of magnetic tape %" to 2", analog or
digital Analysis equipment featuring Bruel & Kajer, Crown,
VIE, Neutrik and Sound Technology Audio production and
test equipment rentals avallable Innovative approach to the
implementation of audio systems with 20 years of practical
application

MORGAN SOUND, INC.

AC, SES, El, MR, ER

2004 196th SW, #2

Lynnwood, WA 98036

(206) 771-7257

Owner: Charles & Susan Morgan

Manager: Charles & Susan Morgan

Services/Specialization: Morgan Sound offers system design,
equipment supply, installation, acoustic design and electron-
1 analysis Along with a tull-service repair facility, we are
TEF™ equipped and have a trained technician to supply and
interpret TDS™documentation (Techron and Syn-Aud-Con)
The latest computer software s available to aid in efficient
placement of AUL (AcousTech), Sonex and other effective
acoustic treatments Specializing in studio equipment and
electroacoustic interfacing, our staff is available to meet your
design requests Besides our retail facility, Morgan Sound
carnes a complete inventory of outboard processors, mics
and auxihary equipment for rental and lease to studios and
production houses Cali for answers to your audio and 2u-
dio/video needs Product lines we represent include: Sony/
MCI, Sony Digital, Adams-Smith, JBL/UREI, Lexicon, Klark-
Teknik, Eventide and over 70 other carefully selected lines.
Clients include SRO Theatres, Steve Lawson Studios, McDon-
ald Recording and Milltree Productions of Seattle, WA

MUSIC 6000

6000 Pacific Ave.
Lacey, WA 98503
(206) 491-2222
Owner: Steve Lewis



OMEGA CONSULTANTS, INC.

AC

PO Box 612

Olympia, WA 98507

(206) 754-7205

Owner: Shannon L. Ericsson

PAOLETTH/LEWITZ/ASSOCIATES, INC.

SD, AC

40 Gold St

San Francisco, CA 94133

(415) 391-7610

Services/Specialization: Acoustical consulting/studio design
services available: TEF (Techron System 10) analysis of rooms
and monitoring equipment; studio/control room acoustical
design and treatment including: specification and design of
absorptive treatment, design of low frequencey absorbers/dif-
fusors, placementand design of diffusive elements (including
QRD's—Quadratic Residue Diffusors); sound isolation design
and treatments; HVAC system noise and vibration control,
environmental acoustics site survey.

PERFORMANCE AUDIO
SES, El, MR, ER

2358 S. Main St

Salt Lake City, UT 84115

(801) 466-3196

Manager: Klay Anderson

PRO MEDIA

SD, AC, SES, EI, MR, ER

Two China Basin Bldg., Ste. 358
San Francisco, CA

(415) 957-1383

Manager: David Angress

PROSOUND CORPORATION
AC, SES, EI, MR, ER

1638 Pearl St

Boulder, CO 80302

(303) 444-1731

R & M PRO AUDIO
SES
1080 Pacheco St

San Francisco, CA 94116

(415) 665-8480

QOwner: Roy & Maureen Chen
Manager: Roy & Maureen Chen

RLS ACOUSTICS
\ ,

RLS ACOUSTICS
San Francisco, CA

RLS ACOUSTICS

SD, AC

650 Fifth St, Ste. 301

San Francisco, CA 94107

{415) 541-0818

Owner: Randy Sparks

Services/ Specialization: At RLS Acoustics, we provide quality
design, engineering and consulting services. Whether you're
expanding existing facilities, or starting a new organization,
we’'ll work directly with you in the development of your con-
cept. Reinforcing your ideas with solid engineering principles
and innovative design solutions we can build a strong founda-
tion for your successful venture. Qur experience inthe design
and use of technical facilities can help you avoid costly mis-
takes. Proprietary engineering software, along with our CAD
system, enables our personnel to arnive at design solutions

quickly—and save you money in the process. If you're inter-
ested in creating a state-of-the-art audio control room, design-
ing a recording studio with a variable acoustic environment,
incorporating accurate stereo audio Into your video produc-
tion suite, installing an audio-for-video synchronization sys-
temn, or anything in between, call us and we'll help develop
your ideas and turn them into reality. Recent projects include:
Edit 3 for San Francisco Production Group, audio and video
suites for Chevron USA, 24-track studio for OTR Studios,
Studio C for Robert Berke Sound, L A. conference facilities for
Blue Shield of California, and an audio suite & on-line video
control room for Hawaii Public Television

CHARLES M. SALTER ASSOCIATES, INC.
AC

930 Montgomery, #101
San Francisco, CA 94530
(415) 397-0442

SCODE BROADCAST CONSULTANTS
SES, El

2000 Broadway, Ste. 119

San Francisco, CA 94115

(415) 922-3827

Owner: Deno Kannes

SEATTLE MOTION PICTURE SERVICE
SES, EIl, MR, ER

4717 Aurora N.

Seattle, WA 98103

(206) 632-3717

Owner: RJ. Pappas

DONALD SETARO

El, MR

7300 Adrian Dr., #16
Rohnert Park, CA 94928
(707) 792-1813

Owner: Donald Setaro

SKYELABS, INC.
SD, AC

2200 Bridgeway
Sausalito, CA 94965
{415) 332-6100
Owner: Bob Skye

ot

.\3?

They say you get what you pay for. Indeed, the 528 Voice

. Processor proves the point. Five high performance signal processors

in a single rack space, for about what you'd expect to pay for

- each. Mic Preamp, De-esser, Compressor/Limiter, Downward

. Expander, Parametric EQ/Notch Filter. Even 48v phantom powering

and a balanced line input. No compromises, nothing left out.

: The 528 Voice Processor is the ideal mic input system for
sophisticated recording and high level sound reinforcement systems.

Control annoying sibilance, optimize spectral balance. Set overall

signal levels. Reduce noise. And, eliminate resonances and ring fre-

quencies with the 528's extremely selective EQ and filtering.

5 Get what you pay for, and then some. Get the 528 Voice

* Processor. Call or write for a detailed spec sheet.

CELEBRATING 10 GREAT YEARS OF MIX

- 4211 24th Avenue West

Seattle, Washington 98199, USA
Telephone (206) 282-2555

Telex 703282

Signal

processing at its best

Circle #111 on Reader Service Card
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NEGLEX

\

MOGAMI NEGLEX SERIES
HIGH DEFINITION OFC
ULTRAFLEX 26-AWG MINI QUAD
BANTAM PATCH CORD/MIC CABLE

The world’s most superflexible
cables. Write for our catalog
of quality cables & connectors.

MARSHALL ELECTRONICS, INC.
P.O. 8ox 2027, Culver City CA 90230
(213) 390-6608 FAX 213-391-8926

Circle #112 on Reader Service Card

CLEAN
PATCH BAYS

{ VERTIGO BURNISHERS ANO INJECTORS
RESTORE ORIGINAL PERFORMANCE
TO YOUR PATCH BAYS

VERTIGO 1/4° TRS ANO TT BURNISHERS :
tach used {0 ehminate noise caused Oy conammatior
of contacts n normal palchixy situaion
VERTIGO 1/4" TRS ANO TT INJECTORS :
tach aflows injection of cleamng solvent n breaking
contacts (normals). 1o elminale intermiftency that
occurs when palch cord has been removext

STILL ONLY $29.95 Ea. (con Usz)

Please write lor additional mformation and order form
Used by Professionals Worldwide  Pafent Pencling

VERTIGO RECORDING SERVICES
12115 Magnolia Bivd. #116

North Hollywood, CA 91607

Telephone: 818/769-5232

Telex. 5106006748 VERTIGO RECRD

Circle #113 on Reader Service Card
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UDIO

DESIGNERS
& SUPPLIERS

LEGEND: SD: Studio Designer, AC: Acoustical Con-
sulting; SES: Studio Equipment Supply; EI: Equipment
Installation; MR: Maintenance/Repair Services; ER:
Equipment Rentals

SLIDE & SOUND CORP.
SES

2184 SE 53rd

Hillsboro, OR 97123
(503) 649-6055

Owner: Mike Boer

S.M.S. DIST.

ER

1537 39th Ave. NE
Seattle, WA 98125
(206) 361-0394

Owner: Spring M. Selby

SOUND ADVICE INC.
SD, AC

PO Box 278
Cazadero, CA 95421
(707) 632-591
Owner: Tom Kraus

sound research associates

SOUND RESEARCH ASSOCIATES
Cupertino, CA

SOUND RESEARCH ASSOCIATES

SD, AC, EI, MR

10469 Mary Ave.

Cupertino, CA 95014

(408) 436-6040

Owner: Tom Paddock

Services/Specialization: SRA offers a wide range of services
for the recording, broadcast and performance industries, in-
cluding “turn-key" acoustical, mechanical, electronic, ground-
ing and power systems design. SRA specializes in innovative
and cost-effective engineering ideas and our experience and
expertise in the fields of acoustics and electronics is your
assurance that your design will be accurate as well as aesthe-
tically pleasing. SRA features CAD generated, fully document-
ed project construction drawings and specifications. SRA is
experienced inthe latest LEDE™ control room design and we
offer computer-designed diffuser and absorber systems, as
well as TEF™ analysis. SRA consulting services include site
evaluation, video systems design, HVAC, etc. We would like to
acknowledge our clients for their support and confidence in
our services: Huey Lewis and the News, The Grateful Dead,
George Winston, The Tubes/Todd Rundgren, Different Fur,

Joan Baez, Windham Hill, Bob Weir, E-mu Systems, Mickey
Hart, Stanford University, CBS (Twilight Zone), and One Pass
Video, among others

SPITZER'S MUSIC

SES, Ei, MR

1450 Monument Blvd.

Concord, CA

{415) 676-3151

QOwner: Matt Spitzer

Manager: Graham Cooper, Rick Baker

SPITZER'S MUSIC
SES, EI, MR

943 B St

Hayward, CA 94541
(415) 582-5905
Owner: Matt Spitzer
Manager: Matt Spitzer

SPITZER'S MUSIC
SES, El, MR

928 Van Ness

San Francisco, CA
(415) 7751316

Owner: Matt Spitzer
Manager: Tadg Galleran

STAGELINE PRODUCTS
AC, SES, EILER

PO Box 1143

Renton, WA 98057

(206) 255-0972

SUN VALLEY AUDIO
AC, SES, MR

Box 285

Sun Valley, ID 83353
(208) 726-3476
Owner: Amos Galpin
Manager: Amos Gaipin

TRAX AUDIO

SD, AC, SES

2561 S. 1560 W.

Woods Cross, UT 84087
(801) 298-3280

Owner: Jeff Ostier
Manager: Jeff Ostler

WAH SYSTEMS CORPORATION
SD, AC, SES, El, MR, ER

915 Fee Dr.

Sacramento, CA 95815

(916) 924-991

Owner: Walter Horsting

Manager: Mike Rogers

WARREN ASSOCIATES
SES

2338 Calle Del Mundo
Santa Clara, CA 95054
(408) 988-7762

Owner: Don & Brad Warren
Manager: Alian F. Cravaltto

WESTERN OREGON SOUND & RECORDING
SD, AC, SES, EI, MR, ER

3430 48th NE

Salem, OR 97305

(503) 370-7906

Owner: Duane Sheets

Manager: James Elgin

WILSON, IHRIG & ASSOCIATES, INC
AC

5776 Broadway

Oakland, CA 94618

(415) 658-6719

Owner: George Paul Wilson

Services/Specialization: Wilson, Ihrig & Associates, Inc. (WIA)
is one of the nation's leading acoustical consulting firms with
over 20 years experience in the acoustical design of all types
of recording and performance facilities. Our services include
the measurement, evaluation, and control of noise and vibra-
tion, HVAC noise control, sound systems, site evaluation, room
acoustics, specification and testing. WIA maintains an exten-
sive array of precision measurement and laboratory analysis
equipment for performing all types of acoustical and vibration
measurements. WIA is dedicated to practical, cost-effective
solutions and offers services ranging from a few hours of
consultation to extensive project participation



WIND OVER THE EARTH, INC.
SD, AC, SES, EI, ER

135 Pearl St,, Ste. 7

Boulder, CO 80302

(303) 443-9822

OUTSIDE U.S.

CATS-CUSTOM AUDIO TRANSDUCER SYSTEMS
AC, SES, EI

Box 207

Manotick, Ontario, KOA 2NO Canada

(613) 692-2183

Owner: John Loubser

COMMERCIAL ELECTRONICS LTD.
SES, El, MR, ER

1335 Burrard St.

Vancouver, BC, V6Z 127 Canada
(604) 669-5525

DANAUDIO

SO, AC, El, MR

33 Mayer St, Ste. 308

St. Therese, Quebec, J7E 4T3 Canada
(514) 430-1994

Owner: Daniel Seguin

FOCUSRITE LTD.

SES

PO Box 38

Newmarket, Suffolk, U.K.
(638) 730-696

Owner; A Rupert Neve

GERR ELECTRO ACOUSTICS LTD
SD, AC, SES, El, MR

363 Adelaide St. E.

Toronto, Ontario, M4K 3A4 Canada
(416) 868-0528

GROUP ONE ACOUSTICS INC.
Toronto, Ontario,

GROUP ONE ACOUSTICS INC.

SO, AC

4 Budgell Terr.

Toronto, Ontario, M6S 1B4 Canada

(416) 762-5452

Owner: Terry Medwedyk

Services/Specialization: Acoustic design and consultation
services for the audio, video and film industnies. Projects
range from broadcast production rooms to multi-studio facili-
ties and have included a wide variety of room designs. All
designs are tallored to the client’s requirements, site condi-
tons, budget, etc , to provide innovative, functional, acoustical
spaces. Services for new or renovation projects nclude: intial
site inspection for structural and acoustical surtability, faciity

planning from the conceptual stage to working drawings;
specifications and design for appropriate sound isolation,
room geometry and construction, acoustic treatments; me-
chanical specifications, acoustic analysis and tuning sefvices.
Client's include: Phase One Studios, Masters Workshop {four
studios), The Room Studios, The Media Centre {three studios),
Ocean Sound, River Audio, Soundtrek Studios in Edmonton
{two studios). private studios for Geddy Lee and Alex Lifeson
of Rush, Redmond Communications (four studios), Telemedia
Inc. {five studios).

M.E.S, MUSIC EQUIPMENT SALES LTD.
SD, AC, SES, EIl, MR, ER

34 Parkdale Ave. N.

Hamitton, Ontario, LBH 5W8 Canada
(416) 545-0404

Owner: Bill Longley

Manager: Lucio Zoccolllo

M.LW. SYSTEMS

SD, AC, EI, MR, ER

PO Box 8651

St. Thomas, 00801 VI

(809) 774-7341

Owner: Milton L Wuischpard

NEIL MUNCY ASSOCIATES, LTD. CONS.

IN ELECTROACOUSTIC SYSTS.

SO, AC, MR

CONSULTANTS IN ELECTROACOUSTIC SYST

109 Fieldwood Dr.

Scarborough, Ontario, M1V 3G3 Canada

{416) 298-3835

Owner: Neil A Muncy

Manager: Nell A Muncy

Services/Specialization: Design of recording and broadcast-
ing facilities ncluding acoustical, electrical/electronic and
functional aspects. Analysis and troubleshooting of technical
problems. Electrical, acoustical and TEF™ measurements.
Technical seminars and workshops.

OPUS 555 INC.

SES, EIL ER

555 Bivd. Charest Est.
Quebec City, Canada

(418) 523-3828

Owner: Jean Robert De Roo

SOUND CONTROL

AC, SES, EI, MR, ER

46, Dargan Crescent, Duncrue Rd.
* Belfast, BT3 9JP N. Ireland

( 44) 232-77249

Owner: John Connolly

STATE OF THE ART ELECTRONIK, INC.

43-1010 Polytek St.

Ottawa, Ontario, K1J 822 Canada

{613} 744-1003

Owner: Claude Fortier

Manager: Claude Fortier

Services/Specialization: State of the Art Electronik specializes
in the acoustic design of control rooms and studios, room
acoustics, acoustic performance testing and verification, mu-
sic facility design, as well as video edit suite and post-produc-
tion facilty design. We aiso manutacture a range of patented
acoustic align studio monitors and associated electronic
crossovers that can be custom designed or adapted to obtain
the maximum acoustic performance from your space. By
ntegrating studio design with our Acoustic Aign Moritors we
can achieve a state-of-the-art analytical monitoring environ-
ment. We have a wide array of acoustic (Bruel & Kjaer) and
electronic test and measurement equipment and the exper-
tise to use it. Recent clients: Telelmage, Dallas; Master-Mix,
Nashville;, Starmusik-produktion, Hamburg; KPL Corp., New
York; Sounds Interchange, Toronto; Solar Audio, Halifax; Marc
Productions, Otftawa

TD.S. TECNICHE DEL SUONO SR.L.
SO, AC, SES, El, MR

PLe Crivellone, 5-20149

Milan, ltaly

(02) 43.52.73-46.96.105

Owner: Aiberto Albertini

guarantee accuracy!

MIX CLASSIFIEDS WORK!
» PROVEN RESULTS — Ciassified advertisers report

quick turnover in the buying and selling of equipment/services.
You get increased sales and opportunities!

» LARGEST READERSHIP — vix the only BPA
audited pro-audio magazine, has a monthly circulation of 42,000
people with an estimated pass-along readership of over 75,000
industry professionals. We've got your market covered!

» ASSISTANCE IN AD PRODUCTION - The

Mix Classifieds Department will help you write and produce your
ad copy to ensure the best results for your business. We

» GET IN ON THE ACTION! — 10 place an ad, call
the Classifieds Department, (415) 843-7901 or send ad to: Mix
Classifieds, 2608 Ninth St.,, Berkeley, CA 94710. (Please see the
Classifieds section in back of the magazine).
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Otari TC-50

The first product in Otari’s
new OtariTech line for the
broadcast and recording
markets is the TC-50 center
channel time code/FM
processor. The TC-50 adds
center-track time code to
Otari MX-5050 2-track

10 -.
0 TAR I TECH,
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e

machines as well as other
4-head-position tape
recorders. The unit allows
Vi-inch 2-track machines to
be synchronized to video
tape or film with stereo
audio. Its front panel LEDs
indicate time code level at
the input and output. Also

mcono

r .i,..
-

e e

included is an FM pilot
signal demodulated out-
put, compatible with
Nagrasync™. The TC-50
weighs under five pounds
and measures 17 inches
wide, 7 inches deep and
1.75 inches high.

Circle #201 on Reader Service Card

Twister Mixer
Automation

Twister Engineering of
Denmark debuts their pro-
grammable, 8-channel,
MIDI-based mixing system
for studio and live use.
Dubbed the “PAC,” it
allows dynamic control of
signal levels, computer
reading of input audio
level (ideal in real time
sampling applications),
and status communications
using MIDI data. Compati-
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ble with all MIDI
sequencers, PAC operates
via front panel control,
external MIDI control, or
with the Atari ST. Features
include 100 memories, 64
groups per memory, 95 dB
S/N, expandable to 64
channels, universal 8-in/8-
out design and easy opera
tion. It’s available for
$1,599 through Promise
Productions (Glendale,
CA).

Circle #203 on Reader Service Card

Soundfold
Absorptive Panels
Soundfold International
(Dayton, OH) has devel
oped Ultra 2000 panels for
controlling echo and
reverberation. The Ultra
2000’s patented fluted
design allows multi
directional sound-
absorbing capabilities over
a wide range of frequen-
cies. Available in a wide
choice of fabrics, over 80
colors, and in full panel or
“applique” versions, Ultra
2000 panels are held in
place by an aluminum
track system and can be
installed by any profes-
sional carpenter. The eco-
nomical, flame-retardant,
dual-density fiberglass
units can cover any

height and width
requirements.

Circle #202 on Reader Service Card

Esoteric
Re-Equalizer

Esoteric Sound (Downers
Grove, IL) presents their
Re-Equalizer for “restora-
tion” of vintage recordings.
This dedicated device
compensates the pre-amp

Sound & Vision
Tape Controller

From Thousand Oaks, Cali-

fornia, comes Sound &
Vision’s new Micro 1 tape
controller, a hand-held
unit that works with all
reel-to-reel decks dating
back to Ampex AG 440s,
Otari 5050s, and Tascam
80-8s. Features include
direct search-to-cue (no

swing, no overshoot), auto
punch in/out, tape and
record loop with pre-roll,
rehearse mode with pre-
roll and cue tone output,
shuttle speed, digital dis-
play, full transport controls,
and trigger-out. Units may
be ordered factory-direct
for a limited time at the
introductory price of $249.
Circle #204 on Reader Service Card

output for recordings mas-
tered before RIAA adopted
a standard phono repro-
duction curve; basically,
it’s an active unity-gain box
that gives any modern
amplifier the EQ switching
facilities used before the
1960s. Controls include an
In/Bypass switch (“In”
parallels stereo inputs to
mono; “Bypass” allows
playing modem-day mate-
rial) and two 6-position
switches for bass and tre-
ble EQ. Mounted on a 19-
inch rack panel, the Re
Equalizer is also available
in an optional walnut case.
Suggested retail price is
$225,

Circle #205 on Reader Service Card



PREVIEW

Denecke Time
Code Slate

Deneck (N. Hollywood,
CA) has introduced the
DCODE™ TS Grande Time
Code Concert Slate, which
reads and displays
SMPTE/EBU time code and
drop frame status with
bright, 6%-inch high LED
digits. Designed for multi
camera productions, the
slate features variable
intensity LEDs, readable in
sunlight. Time code is dis-
played in hours and min
utes on the top line,
seconds and frames on the
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bottom, from 1/10 to 10x
speed. Priced at $2,980, the
DCODE runs on a 12V bat
tery or AC power.

Circle #206 on Reader Service Card
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Akai 4-Track + Sync
The Akai Professional
MG614 features a prece-
dent in multi-track cassette
recorder/mixers: the abil-
ity to use all four tracks for
audio, but still have syn-
chronizing capability. Track
1 records the audio signal
and a sync tone (modu-
lated out of the audio
range), so it can contain
music and simultaneously
control sequencers and
drum machines. Mixer fea-
tures include six input
channels, with balanced
XIR inputs on channels 5

and 6. Each channel has 2-
band, sweepable EQ and
two effects sends with
stereo returns. Other fea-
tures include noise-free
switching, dbx Type 1 NR,
two tape counters, and an
autolocator with three
memory locations and a
user-selectable “capture”
Focation for quick access
and easy, automatic punch:-
ins and outs. Available in
the U.S. through IMC (Fort
Worth, TX), the MG614
retails for $1,799.95.

Circle #207 on Reader Service Card

Klipsch KP
Loudspeakers
Klipsch & Associates of
Hope, Arkansas, has
brought out a new profes-
sional loudspeaker line,
the KP Series, which con-
sists of four speakers and

a suppont stand. The high-
output KP-430 features 104
dB SPL sensitivity and 129
dB SPL maximum output at
300-watt tnaximum con-
tinuous power handling.
It's a 3-driver, 2-way system
with two 15-inch woofers,
separate LF and HF
cabinets with an interlock-
ing device, and casters, all

for $1,995 suggested retail.
The 3-way KP-301 holds a
15-inch woofer in a ported
enclosure along with horn-
loaded tweeter and mid
range driver (101 dB SPL
sensitivity, 123 dB SPL max.
output, 200W max. continu-
ous power). Klipsch’s new
compact speakers are the
high-output, 3-way KP-201
and its more rugged and
powerful partner, the KP
250. They each feature a
recessed socket for mount-
ing on the new Klipsch
KP-200TS support stand
(and other stands).

Circle #208 on Reader Service Card
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PREVIEW

TC Electronics EQ/
Spectrum Analyzers
The Denmark-based manu-
facturer, TC Electronics,
announces the debut of
their programmable 28
band, 1/3-octave graphic
equalizer/spectrum ana
lyzers. Featuring a 110 dB
dynamic range, the units
provide 100 user presets,
visual editing, add and
sweep functions, dynamic
MIDI handling and auto
matic feedback suppres
sion. Equalization is high-
and low frequency

Rane Remote
Power Supply

To help eliminate the
magnetic hum and distor
tion generated by internal
DC power supplies, the
Rane Corporation (Mount-
lake Terrace, WA) has
developed the RS 10 exter
nal remote power supply.
It can power up to ten
devices simultaneously.
The company designed the
unit with standard hard:
ware for compatibility with
most electronic gear, using
a 6-pin female Mod plug
(commonly found in tele
phone and telecommuni
cations systems) as a DC
input jack. The plug pro-
vides the redundancy of
two contacts each for posi-
tive DC, negative DC and

ground. For optimum prod-

uct performance, Rane is
urging other manufacturers
to offer external DC inputs
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shelving, and software
based, allowing future
upgrades. The TC 1128 has
a 140-character alphanu
meric/7,500 dot-per-inch
graphic display, while the
TC 2228 display is 280
characters, 15,000 dpi. Both
are 19-inch rack mount
units; the TC 1128 is one
rack high, the 2228 is two.
A MIDI patchbay is stand-
ard, and one of several
options includes SMPTE
control.

Circle #209 on Reader Service Card

and power supplies, and is
proposing the Mod plug as
a standard for external

power supply connections.

Circle #210 on Reader Service Card

Micro-Circuits
Shielding Paint
Micro-Circuits (New Buf
falo, MI) introduces
Ground Surround™ Room
Shielding paint to combat
the EMI that impedes
audio/video system per
formance. Almost every
wire in audio and video
gear can act as an EMI
antenna-—this coating lets
you simply, quickly and
inexpensively shield a
room or an entire build-
ing. Two coats of Ground
Surround plus optional
shielding steps described
in the instructions can
reduce EMI by over 50 dB.
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JVC Peripherals
For DAS-900

JVC’s Professional Video
division now offers a full
line of peripherals for their
DAS-900 digital audio
recording/editing/master-
ing system. The line
includes the DS-DA900
digital tape checker, which
automatically checks and
measures master tape con-
ditions prior to the digital
mastering process. It fea-
tures auto start/stop times,
hard-copy printout and
output measurements via
an RS-232C pon. The DS-
CS900 PQ subcode infor-
mation control system
allows one-disk storage of
both PQ subcodes and
information, along with
automated data from JVC’s
4-channel digital audio
mixer, the DS-DM900. The
third peripheral, also an
option for the DS-DM900,
is the DS-BU-902 AES/EBU
standard digital 1/O board.
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FM Acoustics
Balanced Line
Driver

FM Acoustics of Switzer-
land has unveiled the FM
214 Precision Balanced
Line Driver, which guaran-
tees that - 10dBv signals
remain pure when ampli-
fied to +4dBv, +6dBv and
+8dBv levels. This two-
channel system resolves
any audio level and imped-
ance mismatch between
consumer, semi-pro, and
professional equipment.
The front panel includes

This board enables data
transfer between the JVC
900 Series and other digital
systems. For info call JVC
toll-free at 800-JVC-5825.

Circle #212 on Reader Service Card

Crest 8001

Power Amp

Model 8001 is Crest
Audio’s (Hawthome, NJ)
latest power amplifier.
Occupying three rack spac-
es, the unit will swing 90
volts RMS per channel into
any load above 2 ohms,
providing peak power of
2,000 watts/channel into 4
ohms, and 4,000 watts/
channel into 2 ohms. Cir-
cuitry includes a discrete
front end, “auto-mute”
signal ramp, IGM imped-
ance sensing and an RMS
clip limiter. The 8001 fea-
tures internal rear-to-front
forced air cooling and
complete modularity.

Circle #213 on Reader Service Card

recessed gain controls for
level adjustment from
-70dBv to +14dBv. Input
impedance is 50k ohms. As
an option, the factory will
install infra- and ultrasonic
filters, settable to any fre-
quency between 1 and 100
Hz and between 10 and
100 kHz. Also optional is a
19-inch rack mount adap-
tor that mounts up to three
units in a single rack
space. The FM 214 is
priced at $600. |
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CENTER for the RECORDING ARTS

Dear Full Sail Graduates:
When they nominated US, they nominated YOU!
Congratulations and thanks for making our dream
come true.

-t .‘-310.'
_,‘a‘s '_

S R thy
A ik
.,'..‘./

Jon Phelps, Garry Jones, Gary Platt, Kathy Burr, Joan Daubresse, Jan Lindsay, Andrea Jones,
Robyn Nyiri, Andy de Ganahl, Michael Justeniane, Gene Pilarczyk

Sincerely,
The People of Full Sail Center for the Recording Arts

Nominated for the 1987 TEC Award in the category of Recording/School Program.



Paul Kalenak
Randy Birch
Leon Hopkins
Mark Harvey
Bill Sheppell
Showco, Dallas, TX

Kathy Wolter
Dallas Back Up, Dallas, TX

Deiter Zill
Rock Sound Studios, Munich, West Germany

Bokey Hackel
The Workhouse, London, England

Mark Nevers
Castle Recording Studios, Nashvilte, TN

Rob Adams
Emerald Studios, Nashville, TN

Michael Koreiba
Burlet Recording Studio, Nashville, TN

Steve Moller
Radib Theater Group, Cincinnati, OH

Mary Ledbetter
Sea Saint Recording, New Orleans, LA
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Platinum Records At Full Sai

Center for the Recording Arts

PARC Studios At Full Sail

Rytt Hirschber
Atlantic Recording Studios, New York, NY

Laura Shaw
MJi Broadcasting. New Yerk. NY

Roey Shamir
Unique Recorders, New York, NY

Dave Dubow
Studio 55, Los Angeles, CA

David Plank
Ditferent Fur, Ltd., San Francisco, CA

Lynn Crosky
Mattel, Hawthorne, CA

Dusty Wakeman
Mad Dog Studios. Venice, CA

Michael Klemchak
The Studio Center, Miami, FL

Tony Peugh
Tony Morris
James Glass
Tom List
Terry Dycus
Walt Disney World, Orlando, FL

658 Douglas Ave.

Jay Bemiller
The Pat Metheny Group

Keith Jacks
Bearsville Recording Studios, NY

Claude Champagne
Le Studio Vert, St. Ubald, Quebec, Canada

Bill Clark
Paramount Recording Studios. Hollywocd, CA

Tim Yawn
Dave Funderburk
Rosie O'Grady's, Orlando, FL

Wally Waiton
Rick Bailey
Morning Sun Recording Studios, Deland, FL

Ken Cordes
WCPX, Channel 6, Orlando, FL

Ben Singleton
Convention Network International, Orlando, FL

Judy Kuntz
Morrisound Recording Studio, Tampa, FL

PARC Studios At Full Sail

Altamonte Springs (Orlando) FL 32714

TOLL FREE

1-800-221-2747

FL Residents

1-305-788-2450

Accred =3 SChoo

Licensed by the State of Florida
National Association of

NZWS Tréade and “ecnnical chools

Financial aid for those who qualify.



Conventional audio technology imposes limits. The 480L Digital
Effects System removes them. \\ hile most studio equipment is

o t(‘llmtr vou where to stop, the 4801 calls you to go bevond anything
, vou've imagined.

at l Into impossible spaces and dramatically processed instrumental
_ voices that somehow retain “unprocessed” clarity and detail.

Into delay-based textures so new there are no names for them yet.
Y Into ambient simulations of unparalleled realism and tr dnsparent
depth. Into stereo samplmg, digital Doppler shifis. .

Into unheard sonic territory.
Explore software on a whole new level of elegance and

sophistication, including reverb algorithms based on
new rescarch into the acoustic behavior of great musical
spaces. With two high speed digital “Machines,” the

o o
I80L runs two programs at once in parallel or series
configurations — with digital mixing. If vou still look at
® everb and effects as unrelated processes, the 1801, will

change vour idea of what digital processing can do.
T ll(‘ 1801 is a genuine tee hnolo"l('al |)l‘(‘¢l|\l|ll ough — and sounds

like it. From basl( tracks through ( D) masters, from suuml cffects pre-
® lay to final mixdown, it onlmmes every step of the production process.
K Illll’(’[\ within the digital domain, if that’s where vou prefer to work.
a l Digital audio is changing standards for every part of the re-
cording studio. With audio performance that equals or
surpasses any digital recorder. the 4801 sets its own
standards. And with expandable hardware, it will
continue to raise them.
If making unique, exciting, ravishing sound is

part of your job, talk to vour Lexicon Advanced
Products dealer. Onee you hear the astonishing
. =

performance of the 4801 Digital Effects
]S aS Oms n System for vourself, the a(l\dntaﬂes will
@ beobvious.

exicon
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This full 16-bit no-compromise PCM processor is only $249.
-vour absolute best buy in professional quality stereo digital
reverb. Period.

Serious professional sound engineering requires multiple
digital reverb effects. Now vou can afford one for each main
input channel, a couple dedicated to the cue lines, definitely a
spare for mixdown and assembily.

Chances are, you have a fully program- reverb. Plates, rooms, chambers, halls, spe-
mable expersive digital processor. We think cial effects like gated and reverse reverb.
that’s great. But we know the high cost of 16 programs, 10kHz bandwidth. All super
such processors usually won't permit hav- quietand in full stereo. A breeze to use,
ing as many as youd like to satisfy vour and, most important, usecible.
demands for more extensively processed If you havent heard the Alesis Microverb
sound...and to maximize vour com- vet, doit today. Microverb is fast becoming
petitive edge. MICROVERB captures the the utility reverb standard in equipment
sound vou're used to. Dense, rich, dynamic racks everywhere.

~ STUDIO ELECTRONICS

Rugged extruded aluminum case with
interlocking construction.
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by Chris Formato

MILAB VIP-50
MICROPHONE

he flagship offering from the Swedish
company Milab (pronounced my-lab)
is the VIP-50 condenser microphone.
In the past, Milab products have been
distributed under the name Pearl. U.S.
distribution of Milab products is now
handled exclusively by EXP Inc. of Stu-
dio City, California.

The VIP-50 is a transformerless out
put design, built within a sturdy rec
tangular aluminum case. The four side
plates are held together with eight Phil
lips head screws. The capsule is lo-
cated at the top of the microphone
body, protected by coarse mesh screen-
ing on all four sides. Judging by the
size of the mesh, I would definitely
recommend the use of a wind screen
in vocal applications. Like the case that
houses it, the capsule is rectangular in
shape, and is of the dual diaphragm
Braunmuhl-Weber variety. The base
plate of the mic body holds the fa
miliar XLR connector and also is thread
ed to allow mounting to Milab's stand
adapter or shock mount (more on
these later).

Three rotary select switches enable
the user to choose pattern, filters, or
pads. Available patterns include omni,
figure-eight, hypercardioid, cardioid,
and “wide cardioid,” which resembles
the usual cardioid shape, but without
the rear indentation. There is also an
unmarked mystery setting at the 12
o'clock position on the selector. This
turns out to be the result of using a
six-position part when there were no
suitable five-way switches available.
The VIP-50 passes signal at this setting,
because it is wired to be the same as
the omni. Two high-pass filters can be
switched in, if desired, rolling off the
low end at either 200 or 500 Hz. Finally,
the mic can be set to 10 or 20 dB of

attenuation, or none at all. Each posi
tion is detented and all except the
“mystery pattern” are marked in white,
which makes for easy reading against
the matte black finish of the body. Be
low the three selector switches is a
green LED which glows once the mic
is plugged in to let the user know that
the required 48-volt phantom power
is indeed reach
ing it.

I found Mi
lab’s mounting
system to be at
once clever and
cumbersome

N\
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Their stand dapter consists of two
pieces of flay, narrow metal, which are
hinged together at their ends. One
picce is L-shaped to wrap around the
bottom and one side of the mic body.
Athreaded hole through the shortend
facilitates attachment to the mic’s bot-
tom plate by means of a knurled screw.
The stand adapter allowed flexible
placement and with the tension prop-
erly adjusted, did not slip.

Also supplied with our sample was
a pair of Milab’s shock mounts. In this
assembly, two cages are connected at
their eight corners by tubular bands.
The base of the inner cage has an at-
tachment screw and a hole for the XIR
to pass through. Felt pads and smaller
bands of rubber provide a snug fit and
litte metal-to-metal contact at other
points of the inner cage. My main com-
plaint with this shock mount is that the
bands between the two cages are not
very tight, in fact some of the bands
fell off altogether. With the mic in
place, there was no tension from the
bottom bands at all, due to the stretch-
ing of the top bands. The result is that
the inner cage flopped around a litle
more than it should. If Milab was trying

COMING IN SEPTEMBER. . .

A MIX SPECIAL SUPPLEMENT

HAWAII

RECORDING IN PARADISE!

This special feature of the Sep
tember Mix spotlights the
Hawaiian Istands, home to
several of the best-equipped
recording studios west of Los
Angeles. Find out everything
you need to know about
Hawaii’s production facilities,
places to stay, tourist attrac
tions and services for
musicians.

If you've ever thought about
recording in Paradise, don’t
miss this one-of-a-kind guide.

to put the resonant frequency of the
mount below the audio range, I would
certainly say they succeeded. Although
taping the mic cable to its stand is
good shock mount practice, 1 had to
be extra careful with how 1 oriented
the cable. Perhaps tighter bands and a
better method of attachment are in
order here. (Editor’s note: Milab is cur-
rently developing improved bands for
the shock mount. In the meantime, they
suggest putting several twists in the bot-
tom bands to increase tension. )

The supplied ball joint swivel adapt-
er can pivot up to 90 degrees to allow
exact mic positioning and locks in
place with a quarter tum of a small lever.
Once locked, it really stays in place.

Once you get past its mounting
problems, the VIP-50 proves to be quite
a microphone. Its frequency response
is rated from 40 to 20,000 Hz. Before
leaving the factory, each mic is indi-
vidually tested and then is shipped
with its own response graph. The lit-
erature we received with the mics went
even further, showing the polar re-
sponse of each pattern at 100 and 500
Hz, and at 1, 2, 5, and 10 kHz. It was
interesting to note that all of the pat-
terns held true to within an amazing S
dB over most of the upper frequency

S

range; it wasn't until 100 Hz before any
significant deviation took place in all
patterns. This is most likely due to the
fact that the rectangular diaphragm as-
sembly, while having a large surface
area for sensitivity, is relatively narrow
in the horizontal plane.

Other specs inctuded a maximum
SPLfor .5% THD at 1 kHz of 123 dB and
an A-weighted noise level of 18 dB.
Sensitivity is quoted by the manufac-
turer at 14mV/Pa at 1 kHz driving its
minimum load impedance of 1 kohm.
Output impedance is 180 ohms.

Of course the best test for any piece
of audio gear is in real applications. 1
used the VIP-50 in a variety of settings:
in pairs to record classical recitals and
a jazz guitar ensemble, and singly in
multi-track sessions to mic individual
instruments and instrument amplifi-
ers. In all cases the Milab mic per-
formed quite well with a4 good tonal
balance, although it was not the most
transparent microphone I've ever
heard when it comes to the high end.
In particular, I noticed a slight haze
that kept the highs from shimmering
through with crystal clarity, a sort of
velvet fog if you will, which just might
turnt out to be advantageous for that
strident vocalist or screeching violin. 1
also heard confirmation of the mic’s
excellent polar response, which was
most evident on applause during live
concerts. Many microphones will turn
this complex signal full of transients
into mush, but the Milab did a fine job
of keeping things distinguishable.

Price for the VIP-50 is $1,295, includ-
ing a handsome plastic carrying case,
foam-lined and compartmentalized. It
appears as if it could easily hold two
mics and their stand adapters, instead
ofjust one. Its large size must certainly
offer good protection to the on-loca-
tion recordist. The matching shock
mounts list for $195.

Although this is their top of the
line, Milab also is offering several oth-
er models, which you may also want to
investigate. 1f you're in the market for
a new high-end mic, the VIP-50 de-
serves your careful evaluation. In light
of the cost per pair (probably the way
most of these mics will be purchased),
some serious audition time will be
needed to find out if this is the mic for
you, and the people at EXP will be
more than happy to help you in that
regard. They can be reached at 11288
Ventura Blvd., Suite 304, Studio City,
CA 91604 (818) 843-1830. ]
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by George Petersen

I BANEZ sorto00-

oes the world really need another dig-
ital reverb? Maybe yes, maybe no, de

pending on your attitudes and needs.
But nonetheless, Ibanez created uite
a stir last year when they introduced
their SDR1000, an under-$900, 16-bit
digital reverberator incorporating paral-
lel processing for true stereo and split
mode effects. As the most sophisticated
and best sounding device ever built by
Ibanez, the unit represented quite an
accomplishment, yet the company has
managed to outdo this feat by unveil

ing their SDR1000+, available as a $100
(plus dealer installation) software up

date for SDR1000 owners, or as 4 com

plete unit for $945.

Besides providing 100 highly useful
factory programs and space for storing
another 100 user presets, the SDR1000+
offers a programmable four-band equal
izer, MIDI control over effect level and
preset selection, versatile rear panel
connections, and easy editing of effect
parameters to suit individual tastes.

The front panel is simply laid out,
with power-on and effect bypass switch
es, concentric input level controls for
each channel with two LED meters,
eight-digital multifunctional floures
cent display of presets/operating sta
tus/editing data, and combination func
tion select/numeric entry keys. The
rear panel includes both Y-inch and
RCA-type phono jacks for both inputs
and outputs (with 4 -20/+4 dB switch
for selecting instrument or line level
signals), MIDI in and thru jacks, a port

for connecting the optional Ibanez
IFC60 intelligent foot controller, and
four footswitch jacks for memory up
down, effect on/off and effect hold.
The latter all utilize standard %-inch
mono, momentary footswitches, which
are readily available or can easily be
fabricated.

The 100 factory programs are

Overall, the quality
of the factory
patches is excellent:
studio pros Jan
Hammer, Ian Eales,
Jeff Hendrickson
and Ed Thacker
contributed various
settings.

grouped inten "modes” of ten presets
each—for example, Mode 2 refers to

various plate reverb sounds numbered
from 20 to 29. Other modes include
Hall, Room, Gate, Reverse, Dual Re
verb, Dual Delay, Panning Delay, Re
verb/Gate, and Reverb/Delay. The lat
ter two are new modes (on the SDR
1000+ only) allowing the use of either

P

N 3}”5"‘\‘

AUGUST 1987, MIX 154




INTRODUCING THE M(

THE FIRST COMPUTER DEDICATED TO TH

The Goal: Total MIDI Control/We'd like you to spend
a few minutes reading this ad. Because what we have to
tell you takes a little time — but your time will be well
spent. Because no matter what kind of music you play,
you could play it better with the help of the amazing
new MC-500
MicroComposer. The
advent of MIDI has made
incredible progress
possible for all kinds of
musicians — giving them
power they never had
before. But in order to harness that power, musicians
need the proper tools. The MC-500 was created to fill
that need —to harness the power of MIDI and give all
musicians the power to control and use MIDI to their
best advantage. In recent years, there have been various
alternatives to controlling MIDI music systems. Some
people have used personal computers equipped with
MIDI software and interfaces. Some have turned to
dedicated sequencers. Each has had its disadvantages.
For all the power they offer, PC’s are built for the
businessman’s environment, not the musician’s, and as
such they don't take well to life on the road. Also, they

MC-500 BACK PANEL

can be quite slow in performing MIDI functions, and as
we all know, interfacing a computer to a MIDI system is

often clumsy at best. Dedicated music sequencers are
built for the musician’s environment, but usually lack
the features and flexibility of personal computers.
Simply put, they can't be upgraded with new software,
which means they can become obsolete before you've
finished paying for them.

The MC-500: A Computer with MIDI Jacks/To solve
this dilemma, Roland’s engineers have created an
engineering masterpiece —a powerful personal
computer, with more memory capacity than the average
PC, that is designed inside and out (from the front
panel controls to the back panel jacks) for the

MIDI musician. Like a computer, the MC-500
MicroComposer has no functions of its own —its
functions are loaded off a software disk via its disk
drive. In this way, depending on the software you load
into it, the MC-500 MicroComposer can become
almost any type of MIDI control device you require: a
sequencer, a sound librarian, a live performance system
controller, and a MIDI interface system —all in one
compact, roadworthy unit.

In the Creative Process/The benefits of this type of
engineering become apparent almost immediately, as
the MC-500 MicroComposer allows you to create and
control music with seemingly effortless keystroke
commands. In many ways it’s more like working with
tape recording than computer sequencing, because the

MC-500 MicroComposer is laid out in much the same
logical manner as an advanced digital tape recording
system. The beautiful ergonomics of the MC-500
MicroComposer make it apparent that you are working
with an instrument that was designed for musicians,
from such easily-understood controls as
Record/Load, Pause, Play, Stop, to the
Alpha dial which speeds you through
tasks which might otherwise slow down
your creativity, to the speedy 3.5" disk
drive, to the back panel —full of MIDI
and tape interfaces, as well as footswitch
jacks for those tasks too important to tie up your hands.
MRC-500 Software/ The MRC-500 Software Disk is the
first in a series of software products tor the MC-500

Roland NMOC-5C
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00 MICROCOMPOSER

'LTIMATE IN MUSICAL PERFORMANCE

MicroComposer. It offers the ability to perform highly
advanced MIDI sequencing, editing, disk storage of
programs, as well as system exclusive control over
patching and assigning your MIDI instruments. Simply
load the MRC-500 Software Disk into the MC-500 and
you're ready to create music exactly as you’ve imagined
it. The MC-500 can hold performance data for roughly
25,000 notes — up to eight songs —in its internal
memory, with additional storage of up to 100,000 notes
on the Disk. The MRC-500 allows musical data to be
entered from either your MIDI instruments, the ten-key
keypad or the alpha-dial, which are then played back
through your MIDI set-up. Songs can be named, and
linked together, while the 40-character LCD prompts
your next command. The accuracy with which the

MC-500 records your performance nuance is simply
breathtaking. No glitches, no weird or unnatural
error-correction, just simply what you've played. The
faithful re-creation of your performance is truly one
of the hallmarks of this amazing tool. In fact, so good
is the quality of the recording, that you’ll prob-

ably notice aspects of your SOFTWARE DISK
technique that you never
noticed before.

Recording Tracks/At first
glance, you will see that the
MC-500 MicroComposer has
four polyphonic recording
tracks plus a rhythm track. But,
as is the case with most of the
MC-500, there is a lot more
here than meets the eye. A special Merge function
allows you to combine the information on one track
with the information on another (similar to “bouncing”
tracks on a multitrack recorder). Using this function
you can record up to 256 musical parts (16 MIDI
channels times 16 voices) and MIDI channel
information is retained for each merged track. Later,

if you desire, you can un-merge tracks using another
function called Extract. The MC-500 allows you to
merge and un-merge as many times as you like, and
because it is all digital information, none of your
performance is ever lost.

The Rhythm Track/The rhythm track gives you the
programming power of the most advanced rhythm
machines, by creating individual rhythm patterns and
then organizing them onto a track. In this way you

can control sound sources such as Roland Rhythm
Composers, Digital Samplers and Drum Modules, as
well as most other MIDI-equipped drum machines. Up
to ninety different Rhythm patterns can be created in
step time, and then combined at will by using the
MC-500’s Copy, Insert and Delete functions. And, for
the first time, you can not only create, but store your
rhythm tracks along with the rest of your performance
data—all on the convenient disk drive. No more
separate loading of rhythm and program data.

Tempo Control/The MC-500 MicroComposer allows
you to modify freely the tempo of any recorded
performance. Using the alpha dial it is easy to change
in real time, the tempo of the entire piece (which is
displayed in beats per minute). But the MC-500
MicroComposer also contains a separate Tempo Track,
which is capable of altering the tempo over the course
of the piece. In this way, it is possible to create
continuous tempo changes such as accelerando

(a gradual increase in speed) ritardando (a gradual
decrease) or even immediate abrupt tempo changes.




Recording a Performance/The MRC-500 Software
allows a performance to be recorded in Real time or in
Step time. Overdubs on additional tracks can be made
within a few keystrokes of recording the original track,
so vou can never lose the feel for the music due to
complex record set-up. If you make a mistake, the
Punch In/Out feature can fix it with minimal fuss (just
like on tape) but faster and more reliably than on any

tape machine. For FIGURE 1 EDIT FUNCTION CHART

equally at home in the studio as well as on the road.
Because of its tlexibility, edits can be made to stored
programs with breathtaking ease. Does the producer
want you to change your song to drop one verse and
add another chorus? It only takes a second. For film
work there has never been anything in this class before.
By synchronizing the MC-500 to Roland’s SBX-80 Sync
Box, SMPTE sync is perfect. Plus, the ability of the
MC-500 to allow
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good and a great - '
program comes in the attention to detail, and it is in the
editing process where the MC-500’s detail shines clearly
through. Any performance, whether recorded in Real or
Step time can be fully edited down to the most precise
detail. (Figure 1) An exclusive feature built into the
MC-500’s controls is the Microscope function. By
entering the Microscope, you can then manually walk
through vour performance (event by event, forward

or backward) simply by turning the alpha- dial,
Microscope can be used to isolate any unwanted notes

: ' for eight different
songs? With the MC-500’s Chain play ability, you can
string eight different songs together for access in three
keystrokes. And with the speed of the MC-500's disk
access, you won't ever wait long for new material.

The Result: Total MIDI Control/If you need to control
a MIDI system, there is no better choice than the
MC-500 MicroComposer. For not only will it fill your
needs today, but it will fill your needs in the future
through software updates and new uses. Plus, at only
$1395.00* the MC-500 must also rank as one of the

or MIDI events, and then they canbe  FIGURE 2 MIDUMESSAGE TRANSMISSION CHART world’s
easily deleted, corrected or re-written.  [Scuingof  [Both MlDl]()ut connectors | MIDI d{nnl{uls]car}lbg MIDI Out I connector greatest
- . : Output transmit MIDI messages on | assigned individually for transmits MIDI messages on
Advan?ed MIDI In?plementatlpn/ln. 1ts Assign [all MIDI channels each MIDI Out connector | all MIDI channels and MIDI Comp.Uter
MIDI implementation, the MC-500 is | Out 2 connector ransmits | bargains,
1 h d d MIDI I ) | ) ~|only MIDI clock message iall
pernapst e_most advance . [Functions lnmn;_ Il xclusive [Soft- 'l:imin;:m:xcllxsi\vc- Soft Timing |Exclusive  [Sofr- especially
control device ever made. It canreceive | [Clock | Thru  [Clock | Thru _|Clock __[Thu | when
N oo e B
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the 16 channels, and can receive or DI Ouc 2| " n nORToR T Jon n l()n off ot | tothe
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filter polyphonic aftertouch, pitch Weonnector | L 1 —l— cost of a

bend, channel aftertouch and system exclusive (even
for instruments not made by Roland). (Figure 2)

The MC-500's system exclusive features alone

could save you hundreds of dollars in the cost of
memory cartridges.

In the Studio/On the Road/The MC-500 is designed to
be at the heart ot any MIDI system, and as such it is

personal computer, software and mterfaces If you
think it's time you mastered MIDI, rather than the
other way around, the best way to do that is with the
incredibly versatile, amazingly affordable MC-500
MicroComposer. The MIDI Computer. RolandCorp
US, 7200 Dominion Circle, Los Angeles, CA 90040
(213) 685 5141.

Roland
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L toR: (bottom) Jeremy Koch, Elisha Bimbaum, Reilly Steele; (top) Paul Coombe, Lee Dichter, Tommy Fleischman,
Peter Waggoner, Michael Barry
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llThere was an article in
Newsweek, with a shot of
the Brill Building,” says
Jeremy Koch, general manager of
Sound One. “It was called, ‘Up From
The Ashes,” and it was about how the
Brill Building [once the hub of New
York’s songwriting community] has
gone from semi-decay to a major en-
tity again. Now it's probably about to
be landmarked—there’s a strong claim
on it by the Landmarks Commission.
Paul Simon is in the building with his
offices. Broadway Video and Lorne
Michaels are in the building. Regent
Sound. It's a tremendous place to be.
I've been asking for more space for a
long time, because in this business the
building and the area are pivotal.”
Saund One came up from the ashes
along with its address. The company
was created in 1968 by four partners,
each of whom had his own ane-room
operation. Two of thase founding fa-
thers, Elisha Birnbaumand Guy Spera,
are still with Sound One. Spera is vice
president in charge of editorial. Birn-
baum is and was a “gifted genius in
the Foley room” (in Koch's words),
and is the company’s vice president
and technical manager. After a couple
of the partners dropped ou, the cur
rent chairman, financial wizard Robert
Schulman joined the team. Sound One

SOUND
ONE

UP
FROM
THE
ASHES

BY NEAL WEINSTOCK

went public, eventually built a small
mixing,/ADR studio (Studio B) and
opened up its Sound Mixers subsidiary
to do a hefty amount of record industry
work. “They had one terrific year,” says
Koch, “then the bottom fell out of the
record business ”

Koch had little experience with film
or sound before coming to Sound One,
but he was an experienced manager
(he'd helmeda construction company,
and worked in advertising. manufac
turingand “corporate retail’”), and per
haps just as germane, he was used 10
the sort of bohemian craziness one
encounters in the movie business. “In
1966 I'd decided 1 was going to retire
in five years, and was right on sched
ule into the second year of that plan,”
he says. “My idea of paradise was hav
ing a fancy place near Oaxaca, Mexico,
and I'd own four or five shops in town,
and I'd have a woman in each one.”
Instead, Koch suddenly realized he
“didn’t want to be a dropeout and an
exploiter in a third world country,”
gave up the construction company and
became a schoolteacher. That lasted
through most of the '7Cs. till he be
came very ill and, all else failed, re
treated to a Trappist monastery, “medi
tating on dying.” He overcame the cri
sis, throughout which Elisha Bimbaum
was a loving friend. Bimbaum persuad
ed him that he could make a new life
managing Sound One’s crisis.

That was six years ago. Sound One
had two small studios and was mini
mally equipped. Sound Mixers (and
thus Sound One) was losing $160,000 a
month; neither were grossing enough
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in a year to service their debt. At one
point Koch says the state gave them 36
hours to pay back taxes or shut down.
Somehow, they did neither.

Birnbaum and Koch knew the only
way to climb out of the hole was to
build like crazy. They went to Schul-
man and told him the recovery could
get started for $24,000. (“You couldn’t
carpet one studio room for $24,000!”
says Koch.) Schulman said he’d put up
$12,000 if Koch would put up $12,000.
“And for $24,000 we put up a million
and-a-half dollar studio.”

Over six years revenues have gone
up 500%, according to Koch, and the
company’s debt is less than it was then.
Sound Mixers was liquidated, but
Sound One has gone from two studios
to six, with a 50,000-square-foot plant
full of new equipment in the Brill
Building, about 60 editing rooms and
five transfer rooms. The company does
more feature post-production sound
work than any place in the U.S. outside
of California (over 90% of Sound One’s
work is on features), and probably
houses more picture editing work, too.

Studio B, long helmed by engineer
Mel Zelnicker (a leading ADR man and
mixer of such films as Exterminator,
Raising Arizonaand Blood Simple) was
completely revamped into a high-tech
and comfortable mixing and looping
room. A few of the hits to emerge from
it have been Blood Simple, The Equaliz-
er TV series, scores of independent
features and looping for films by Sid
ney Lumet, Woody Allen, Arthur Penn
and other biggies.

For the first new studio he built,
Studio C, Koch asked Paul Coombe,
who had been working in Canada, to
take charge. Backed up by a comple
ment of 34 Magnatech dubbers, “C”
has since been the mixing scene for,
among other impressive jobs, Kiss of
the Spider Woman, and Muppets Take
Manbattan. “Once we got C built, we
went right into building a bigger, bet
ter room,” says Koch. “Having Paul
Coombe and Studio C allowed us to
get a base in this business and build
credibility.”

So much credibility that the com
pany was able to entice Lee Dichter to
come and take charge of a new, bigger,
fancier room, Studio D. Says Koch,
“When Lee, whom [ believe to be the
best mixer in America, joined our staff,
it was the catapult to making Sound
One what it is today.” In “D,” Dichter
has mixed Hannah & Her Sisters, Pow-
er, Manbattan Project, Making Mr.



Right, Ishtar, Radio Days, Dead of Win-
ter and Cotton Club.

To have a complete support system
for the new room, another combina-
tion ADR and Foley room was needed.
Studio E was built simultaneously with
“D.” Peter Wagonner (who mixes The
Equalizer), Reilly Steele and Michael
Barry run the looping rooms and also
engineer, and are up-and-coming
mixers.

Next came Academy Award nominee
(for Reds) engineer Tommy Fleisch
man and yet another new studio, Stu-
dio FE “When we got Tommy, the sce-
nario was complete,” says Koch. The
line-up of filmmakers working at
Sound One at the time of our latest
visit included Francis Coppola (two
films), Martin Scorcese, Woody Allen,

Birnbaum and
Koch knew the
only way to
climb out of the
hole was to
build like crazy.

Jonathan Demme, Elaine May, Arthur
Penn and Paul Schrader.

Isthere a secret to attracting this sort
of star-power? “You give them what
they want,” says Koch. “They know
they can get first-class service at all
times. We stand behind everything we
do, orwe’ll eat it. You make a little less
money that way, but it’s the only way
to get to be Number One. And don't
think that when you get to be Number
One you don't have to do it anymore.
You know, we have no salesmen. Our
clients are our salesmen and the high
standard of our work is the only pub-
licity we do. I repeatedly scream at the
staff, ‘I am not the boss, Elisha's not
the boss. The clients are the boss.””

Sounds easy. ]

Neal Weinstock is editor of Educational
& Industrial TV magazine and an author
whose most recent book is Computer Ani
mation (Addison Wesley).

The Sanken CMS-

7

cardioid [or CMS-7H

hyper-cardioic]

WE' ARE PROUD TO S3E NOMINATED FOR

microphone, the first MS
stereo mic that accurately

reproduces a natural stereo
image in any environment.

aslh

TRUE STEREO IN A
PORTABLE MICROPHONE!

Sanken.

micropnone.

14

is

the

world-acclaimed CU-41
‘0 announce the new CMS-7. the

aker of

pleased

CD-recording
first portable

MS stereo condenser mic that accurately captures a riatural stereo

perspective in aay environment

Ideal for TV and radio

broadcasting

moiion pcture making and studio racording Its corrosior.-free titamun
diaphragm 1s immun2 te temperature and humidity changes. and per
forms superbly in adverse conditions. Battery power supply/switchable

matrix box. wnich clips to your belt. carries an aperture control for
focusing the stereo perspective. For more information. p ease contact
LOS ANGELES NEW YORK |
NASHVILLE CANADA

Tel :€15: 366-1890 Tel (514) 342-4441

Sanken|

Japan's most original microphone maker.

Sole expart agent Pan Communications, Inc

5-72-6 Asakusa. Taito-ku. Tokyo 111, Japan
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MAKE YOUR OWN LIGHTSHOW
with the
MUSIC MODULATED RUNNING LIGHT*

45_{ The speed is determined by the

" %% strength of the applied music signal.

T\ It can be connected to any signal
delivering 100 mA minimum.

#K2602 one at $54.95
2 or more at $49.45 each
*needs transformer TRO6 $4.95
Prepayment with Check
COOD Certified funds (add 5.00)
Shipping & Handling (add 5.00/kit)
§3.00 for our catalog of over 80 different kits.
Allow 2-6 weeks for delivery
BACK UP YOUR SHOW
with the
60 WATT POWER AMPLIFIER

* compact ) #K1804 one at $41.75
* easy to build 2 or more $37.75

riiiowt (g
HOBB Y

2 amplifiers (stereo)
ELECTR RON |

P.0. Box 1339 « Dept. MIX
Claremont, NH, USA 03743-1339
(603) 543-0033

-FROM PAGE 160, POST SCRIFT

Within multi-transport production
using a control type synchronizer, all
calculations and control as to tape po-
sition, speed adjust, offset adjust and
transport functions are made within
the synchronizer’s mainframe. In an
equivalent production system using
ESbus, a central control unit (CCU) is
designed to communicate over a sin-
gle binary digital communications bus
line (Fig. 1) to any orall possible link
combinations between involved ATRs
and VTRs, each being equipped with
their own internal time code reader/
synchronizer. Such an ATR or VTR is
said to have an intelligent transport.

The basic dual purpose of each
transport synchronizer is: to maintain
a synchronous lock with the designat-
ed master transport; and to maintain
total control over transport address lo-
cation. As each tape or film transport

has its own dedicated synchronizer,
control over each “local” synchronizer
may be optimized to the physical and
electronic characteristics of each indi
vidual machine. Through the distribu-
tion of an ESbus binary encoded sig:
nal, which is distributed system wide
over a single dedicated TTL line, the
central control unit is able to: 1) distri-
bute appropriate time code addresses,
be they auto-locate (go-to) or synchro-
nize (designated master) addresses;
and 2) provide remote control overall
designated transports and event-relat
ed devices.

Since the CCU acts as an information
distribution device and is not required
to provide actual location, related cale
ulations; device interconnections and
user operation are greatly simplified.

One such system in current opera
tion is the TLS-4000 from Studer/Re-
vox America, Inc. (Fig. 2), which in

MASTER
TIME CODE

BLACK BOX
SYNCHRONIZER

Figure 3

SLAVE-
TRANSPORT
REMOTE CONTROL
(PARALLEL)

LOCK
SLOW LOCK
NO MASTER
NO SLAVE
SYNC

oo-uugm%

!
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Fostex Presents a Series
of Timely Investments:
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4010 SMPTE Time Code Generator/Reader has

-all the functions you'll ever need because it's completely

software based. As in all high tech digital electronics to-
day. there’s a switching power supply. And socketed
EPROMSs mcan your hardware will never be obsolete. Plus.
the 4010 has a serial data port on the rear panel which
allows communication with (and control by) computers.

4030 Synchronizer with switching power supply
and 4035 Controller for all major brands and

models of tape recorders—both audio and video. Control
up to one master and three slaves, or slave as many
transports as you wish, just by adding a 4030 for each
slave. A serial interface port allows communication with
personal computers o run EA.M.E., Fostex Automated
Media Editing. SMPTE time code based, it works with
24, 25, 30 fps and drop frame, and features resolution to
/100 of a frame, selectable pre-roll up to 99 seconds, 10
position auto-locate and programmable, automatic punch
in/out with rehearse function.

4050 Auto Locator is a full function remote con-

trol unit for Fostex Models 80, 20 and all E-Series
recorders. In addition to tempo control, you can locate to
the measure bar and beat, thus the 4050 is the first
autolocator to think musically. Up to ten cue points can
be programmed and you can punch in and out automatical-
ly. The 4050 is also a MIDI Synchronizer, featuring a
SMPTE/EBU Time Code generator/reader—all four for-
mats. Any MIDI instrument can be synchronized to this
most accurate timing reference. You can also simulate the
running of the recorder in order to have the SMPTE/EBU
code run MIDI instruments only. There's even a serial
communication port which lets you use a personal
computer.

FOSUEX

15431 Blackburn Ave.. Norwalk. CA 90650
(213) 9211112
1987 Fostex Corporation ol America
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sk 10 The NEW Eq. system featured on the
Goe CONCEPT 2200 - 3200 - 4400 - 6400 and 8400
range of consoles

Q
\\\\\\c"[/[

‘Sidetraker’ 6 fixed frequency active filters with centres at:
12.5kHz, 4.5kHz, 1.5kHz, 500Hz, 150Hz and 60Hz. + 12dB

7, N
-1 { 125K \* 1248 0 0 AN D .
W91, 1 high-Q filter sweepable from 50Hz to 5kHz and adjustable
N %, from -24dB to + 6dB

& Although varving in performance and complexity, most Eq. designs have followed either of two
2137 45k M2as classic principles:

\\\?II/'f parametric: or more usually ‘semi-parametric equalisers are almost universally used on console

% input channels. Normally comprising four filters, two (or sometimes four) ot the filters can be
I ‘swept’ up or down the audio band to centre on the exact frequency needing attention.

Proven to work very well, semi-parametric eq’s have two major disadvantages:

7 N\ I Atendency for audible phase shift ‘ringing’

127 156 +1208 2. Alimited ability to control the entire audio band at one time

\\\\9I/// For example: having used the ‘high mid” to suppress the ‘edge’ on a singer’s voice, there is no

> l “ facility lett to boost the critical ‘presenc e’ frequencies that lie either side of the unwanted

trequencies that have just been cut.
7, N graphic: normally used tor system and room equalisation, graphic equalisers use multiple, fixed
-12/ 500t 4 1208 frequency, fixed bandwidth filters, 10 generate gentle, essentially phase-free control over the
Wy, entire audio band.
) Z The graphic principle has one major disadvantage:
1. Alimited ability to control narrow band problems,
For example: although frequencies in the ‘presence’ band can be casily and cleanly boosted,
that annoying ‘edge’ to the singer’s voice gets boosted as well.

127 1BOH: +12dB " A . " " . q re
N Up until now Hill Audio has uniquely offered the graphic solution on their consoles, believing
QY ’//, the ability to keep good control over the entire audio band is preferable to having greater
= ' e control over just part of it.
-

Now Hill Audio has the best of both worlds! ‘Sidetraker’

The "Sidetraker’ Eq. system provides continuous control over the entire audio band via
multiple, phase-coherant, fixed irequency active titters, PLUS a sidetracking, high-Q filter that
can be swept over 7 octaves, enabling narrow band ‘spot’ frequency correction without any
effect or compromise of the main Eq.

Now you can cut the ‘edge’ AND boost the ‘presence’ at the same time!

SWELP N 3KH.

eqout .
15d8

\\\ b & 2048

20H, 100H, ThH2 10kH7 20hH, _ —

Total Audio Transparency
Manufactured in the UK:

Hill Audio Ltd., Hollingbourne House, Hollinghourne, Kent ME17 1Q) England [
J

lel: (062 780) 3355/6/7 1lx: 966641 HII [
U.S. Sales Office:
Hill Audio Inc., 50028 N. Roval Atlanta Dr, Tucker, GA 30084 USA o J
Tel: (404) 934-1851 TIx: 293827 HIAD H'" AUd'B B
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Figure 4

LOCAL CONTROL
UNIT A/B

—

L.C.U.

L S

corporates an expandable “building
block™ approach to synchronization.
The most hasic stage of the TLS-4000
system utilizes the “Black Box™ syn
chronizer which functions as a simple
parallel control interface between two
transports (Fig. 3). With the addition
of the system’s “local control unit” a
greater degree of control may be exer
cised over single or multiple transports
in a limited control type fashion (Fig.
4). With the incorporation ot the SC
4000 series system controller (CCU),
up to 16 transport units (thraugh indi
vidual “Black Box™ interface) may be
operated under tandem Esbus control
(Fig. 5).

Although the structure of the ESbus

<:> SYNCHRONIZER

MASTER
TIME CODE

TIME CODE

BLACK BOX

system is still in the formation stage,
the potential for such a system isread

ily visible. For example, an ESbus CCU
may be designed into the audio pro-
duction console and directly tied into
its communications structure, along
with console automation and signal
routing. Thus, with future systems in-
corporating compatible Esbus related
data structure, every aspect of an au

dio-for video post-production mix may
be stored within the set-up memory of
a console.

Engineer, author and educator David
Huber studied audio at the University
of Indiana and at the University of
Surrey’s Tonmeister program.
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Get Your
Music's

Worth For
Your Media
Productions

=9

* QUALITY THEMES

e VARIETY OF STYLES

* FULL ORCHESTRATIONS
* ONE-TIME BUY-OUT

4 NEW VOLUMES [

PRODUCTION
MUSIC
LIBRARY

BOX 268554, CHICAGO, IL 60626
REQUEST A SAMPLE
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0
Duplication.

3 CAdELLE WORO
Audio ‘R Video Duplication
Callor Write for Free Services Kit

PO Box Pasadena.CA 91102
1800-423 TAPE 1 1-800-972-TAPE &

Circle #191 on Reader Service Card

AUGUST 1987, MIX 165



—CONTINUED FROM PAGE 58, STUDIO LIFE

Before I could put myself between the firemen and the wall,
the axes were flying.

bile sauna. Progress had been slow
on this, his first album since Wood-
stock, but Johnny is “unrelentless”
in his pursuit of perfection.) Tell
Cart to cancel his fishing trip and
gettheK-87's out of the shop. (John-
ny likes to have at least nine Neu-
heisser mics on the drums.) And
let’s give Orange Grove College a
call and try out that free student.”

An hour later the college sent
over their top student just in time to
get set up for our big session.

“Hi, 'm Garfield,” he introduced
himself. “I've got a 3.8 grade point
in Electronics.”

“That’s great, Garf,” I compli-
mented him. “Why don’t you start
by washing the control room win-
dow?” We'd keep him busy in the
background until he got the hang
of high pressure session work.

Garf had the window cleaned,
the carpet vacuumed, and our car

166 MIX, AUGUST 1987

stereos repaired by the time Terrific
and his crew arrived four hours late.
As they hauled in their truckload of
gear, | made introductions.

“Johnny Terrific! What a thriil,”
gushed Garf. “I thought you O.D.’d
when I was in the sixth grade.”

“No, kid,” he responded, “I was
just re-mixing,”

Cart and Eddie began setting
drum levels and hooking up the
bank of Terrific synthesizers while |
put up Johnny’s master tape to
check his levels. To my horror, the
tape backing began to peel off. |
switched off the recorder and slow-
ly rushed into the drum booth fora
litle engineering conference.

“Eddie,” 1 pleaded hoarsely, “I
need some help. The master is fall-
ing apart.”

“Hmmm,” he said, “that hap-
pened to the Zeppelin once when
they left their tape in an open con-

vertible for a few weeks. The only
thing we can do is massage the
pinch roller with some Q-tips and
head cleaner and hope the tape
holds up 'til we finish these tracks.”

I strolled back to the control
room and put Garf on pinch roller
duties as Layla burst in with exciting
news.

“Mr. Bonzai, Kent Kornkooper
just called! He saw our studio on
the cover of Mixand wants to come
by to check out our sound.”

“Who’s Kent Kornkooper?” in-
quired Garf.

“Kent Kornkooper is the presi-
dent of Expressly Everything, He is
the most influential studio designer
in the world. He built The Buffalo
Ranch up at Lake Narrowhead, he
designed ‘Le Tape’ for Andre Peneur
in Canada, and he just completed
Airloom Studios in Bora Bora for
The Bingoes.”

“Oh,” said Garf, stopping to take
notes.

Six hours later we were reasonab-
ly rolling. Kent Kornkooper walked
in just as Terrific was laying down
some flashy synthesizer riffs. We
were looking good and my hope
was that Kornkooper would pass
the word along to some industry
heavyweights. I invited him to have
a seat and listen to the session.

Our new control room had an
incredibly good sound with no ex-
ternal EQ. The time analysis sheets
may look like a2 mass murderer’s
EEG, but we had the sound that
people like Johnny Terrific respond-
ed to.

“Very nice sound, Mr. Bonzai,”
Kornkooper remarked. “1 especially
like the inner-tube clouds you've
suspended over the reflective area
above the console. How is the in-
ternal wall structure composed?”

“Oh, the usual sandwich layering
with a little improvising here and
there,” I informed him. I really
didn’t know exactly what Modzilla
had put in the walls, since they had
kept it a secret.

“Hey, it really stinks in here,”
yelled Garf. “Look—there’s smoke
coming out of the ducts!”

I'tried to hid my panic. “just keep
recording, Johnny...no problem
. . .must have blown a fuse.”

“Sure, man, 1 don’t want to stop
now. I'll be cookin’ soon.”

Cookin’was right. If the air con-



ditioner failed, the studio would hit
150° in minutes. I put Garf in charge
of running the tape machine and
grabbed Eddie and Cart for rooftop
reconnaissance.

Up ontop ofthe studio, we found
the fan belts flapping and scream-
ing, the ventilation motor bouncing
on its grommets, and smoke pour-
ing into the sky. We yanked the filter
panel off and found a black, caked
mess of dirt, dead bugs, and solidi-
fied fiberglass. We began beating
the filter panels and immediately
looked like three stooges in black-
face.

When we got back to the control
room, Kornkooper and Terrific were
semi-comatose; Garf was fanning
them with a record jacket. I heard
the sound of sirens outside as a
troop of firemen marched in with
axes and huge hoses.

“OK, men, hit the walls, the ceil-
ing, this electronic stuff,” the Chief
ordered.

“Hold it...stop...it's OK!" I
screamed. “No water!”

“All right, but this smoking wall
has to be opened up.”

Before I could put myself be-
tween the firemen and the wall, the
axes were flying. The smoke sub-
sided just as they tore down a9 x 12
foot section.

As the walls crumbled before us,
out tumbled slabs of school black-
boards. Next came a layer of sawed-
up surfboards, a pile of crushed sty-
rofoam cups and egg cartons, a few
sheets of Astroturf, and several mo-
hair sofa cushions.

“That's just amazing. . .you learn
something everyday,” the bleary-
eyed Komkooper raved. “I'm gonna
mention this in my report at the
next RES Convention. I like the idea
of the small studio improvising
when they pack their walls.”

Johnny Terrific revived and start-
ed to leave with his band.

“Wait, Johnny," I called after him.
“Every studio has a little down
time...."

“Hey, man,” he said, “no prob-
lem. We're just going next door to
grab a bite to eat. If Kornkooper
says this is a happening studio,
that's good enough for me.”

“Thanks, Johnny," I said noncha-
lantly. “Uh. . .could you give us
about an hour to put the wall
back?”

WE'RE PLEASED TO ANNOUNCE THAT

DISKMIX",

THE TIME CODE-BASED AUTOMATION SYSTEM,
IS NOW AVAILABLE WITH

MOVING
FADERS

DIGITAL CREATIONS CORP.
400 S. Oyster Bay Rd., Hicksville, New York 11801
(516) 822-0881 Telex 510-600-5040

DIGITAL
CREATIONS
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MR. BONZAI

presents

-
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STUDIO LIFE:
The Other Side of the Tracks

Hey, Babe. Take a walk on the lighter side. Join the crew at Ryan Recording
as they struggle for respect and profit in the recording industry. Thejourney
is satiric and whimsical, sometimes a bit bizarre but always illuminating.

Mr. Bonzai’s work has been praised by critics, recordists, and piano tuners
from every corner of the world. Isn’t it time you found out what they’re all
laughing about? Treat yourself to the insider’s view of STUDIO LIFE.

Send $7.95 per copy plus $1.50 postage and han-
dling to Mix Books, 2608 Ninth Street, CA 94710.
California residents add appropriate sales tax.
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PRODUCERS - DESK

by Robyn Flans

YLE

[ EHNING

TEARING DOWN BOUNDARIES

f Kyle Lehning’s production philoso-
phy was to be inscribed on his tomb-
stone, it would consist of only two
words: “whatever works.”

That became obvious, watching his
activities over the span of a week. First,
in LA, he mixed Baillie & the Boys, a
new RCA country-on-the-edge-of-rock
act. The next day he overdubbed gui-
tarist Steve Lukather for a ballad Lu
kather and Randy Goodrum wrote for
Ronnie Milsap. A few days later, in
Nashville, Lehning was busy oversee
ing horn overdubs for “Tonight We're
Gonna Tear Down The Walls,” a Dixie-
land tune for traditionalist Randy Trav-
is. (Lehning joked that he might be

run out of town for putting horns on a
Travis record.)

“Doing whatever works means risk-
ing and going past the boundaries and
having enough guts to go back inside
them if you've gone too far,” Lehning
says. “I think you always have to risk
going outside them, though. One of
the boundaries of making records with
people is the question of whose rec
ord is it? Is it my record or is it their
record? As far as I'm concerned, it's
their record and I'm here to help them
make their record. If I do something
that 1 feel is really right for the record
and the artist feels it’s wrong, if I can't
convince him otherwise, it is no longer
on the record. That is the boundary, as
far as I'm concerned.”

Travis thought the horns scunded
great on the demo, but he wasn't sure
he could justify them on one of his
records.

“I loved the song and Kyle liked
the horns on the demo so much that
he thought about putting it on the
record,” Travis recalls. “I said, ‘Well,
I'm not positive.” But he said he'd put
itonandwe’d listen to it and see what
itsounded like. I really liked it when 1
heard what he did with it. I trust his
judgement very much.”

It'sawonder Travis trusts him at all, _
since Lehning's background doesn’t in
clude a lot of traditional country work
or knowledge.

“It's kind of a joke between us,”
Travis continues. “But I said something
about Lefty [Frizzell] one day and he
said, ‘Lefty who?' I wondered to start
with, to tell you the truth: ‘He just
don’t know too much about country

168 MIX, AUGUST 1987



| ESI8] [>T B
s oscOoDOOoDBD

I R A g B
| g"f*s':*lt__ Pt

» AKAI MGI214 12 CHANNEL
MIXER-12 TRACK RECORDER

AKAI MG14D/ML14 RACK MOUNT
14 TRACK RECORDER and REMOTE AUTO-LOCATOR

Experience the ease and convenience of Akai's ravolutionary MG1214 “all in one” mixer/multitrack recorder.
SMPTE sync capabilities, programmable auto locater, and computerized patching provide the serious
musician with a powerful, yet simple personal recording system.

The rack mountable MG 14D gives you the flexibility and portability to use all of your existing mixing and
“sweetening” equipment with the same superb multitrack recording deck used in the MG1214. The ML14
auto locator gives you control over twelve memory points (o the 10th of a second) for punch in/punch out,

playback mute, repeat and much more.

Akai multitrack recording systems — There's one for all your needs.

RECOROING SPECIFICATIONS

Tape format - '~ inch AKAI original cassetle tape (MK20)
Track format » 14 tracke/12 channels (including 1 control tradk and 1 sync track)
Head configuration - Super GX recording’playback head (1)
Control head (1). Erase head (1)
Tape speed « 19 cm/sand 9.5 ¢cm.s
Pitch control » + 12% 1ol standard speed})
Recording time « 10 minutes (19cm s) or 20 minutes (9.5 ¢ si
Wow and flutter - 19 cvs; 0.03% (WRMS) +0.05% Peak (DIN IEC Weighted)
9.5 cm/s: 0.04% (WRMS) + 0.06% Peak ‘DIN IEC Weighted)
Distortion » 19 cm’s. 0.5%. 0 dB (315 Hz third harmonic distortion)
9.5 cm s: 0.8%. 0 dB (315 Hz third harmonic distartion)
Naise reduction - dbx Type |
Cross talk - (Betwees neighboring channels) 55 dB. 1 kHz (19 cm’s. 95 cmis)

Creative At Heart.
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PRODUCERS - DESK

music, how's he going to produce
this?" After working with him, I saw
how good he was. After you work with
somebody, it don’t take too long to
figure out whether you can trust some-
body or not.”

The trust is well-founded, consid-
ering Lehning co-produced country
music Song of the Year “On The Other
Hand™ for Travis, which initially
stopped on the charts at a whopping
#63. Lehning was one of the few peo-
ple who suggested the song be re
released after 1982's “success.”

“The challenge of making records
with Randy is what not to put on the
record. Sometimes | have to go from
Hendersonville [Tenn., outside Nash-
ville] to China to figure out what
doesn’t work and to come up with the
really neat little thing that does. I've
got enough empty tracks on the first
album to do the next album. We could
cut it on the same piece of multi-track
tape. Very little is necessary for him. 1
have a C-24, which isastereo ofa C- 12
AKG tube microphone. 1 stick it in
front of his mouth, put a little wind
thing around it, sometimes I use a

dynaf

it’'sa .
noisy world. ©
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little limiting and sometimes I don',
and that’s it. He has a great voice, so it’s
really a minimal type approach to
working with him.”

On the other extreme is Lehning’s
production of Dan Seals’ “Bop,” one
of 1986’s biggest crossover records. It
has everything including the kitchen
sink on it, “and the Synclavier,” Leh
ning laughs. “Paul Davis, who wrote

“Pve never been
shy about
voicing my
opinion about
something.”

‘Bop,’ is one of the real pop geniuses,
inmy opinion. His demo was spectacu

lar, however it was all synthesizers and
a drum machine. I didn’t feel like we
could completely get away with that.
The record company felt the demo
was pushing it a little for what they
could do, so my challenge was to stay
true to the tune in the spirit of the
demo and make it something that Dan

expander systems)

H®

Up to 30dB noise reduction (better than many compressor/

ny felt comfortable standing on stage
singing.”

“When Ifirst heard ‘Bop,’1 thought
itwas a great song, but [ didn’t think it
was country,” Seals says. “If you lis-
tened to the synthesizers on the demo,
he used a real avant-garde track for a
country song. The only thing country
about the song was the lyrics. Of
course, it ended up being a #1, but 1
didn’t think there was a country thing
to it.  wanted a guitar sound in there,
something to bring it into more of
what I was doing, so it wouldn’t be a
sore thumb on the album. We wanted
to have more of a guitar song and less
of a synthesizer song, but what ulti-
mately ended up was both, and we
ended up doing the synthesizer just
the way Paul Davis did on the Syn
clavier. I was getting off the road with
the band, we had a vocal date and it
was getting to be the 11th hour on the
album. Ijust watked in and sang it and
that was the end of it. I wasn't there
when Jim Horn put the saxophone on
it. I didn’t hear a saxophone on it, but
Kyle did. He said, ‘T'd like to try it,” and
I said, ‘Go for it.” Obviously it was a
winner.”

Seals has had a lot of years to build

Fortunately, Dynafex,
with its newly-patented and
unique single-ended noise re-
duction process, solves your
background noise problems
with:

Works after the fact - no encoding or decoding required
® Simple, trouble-free operation
Effective on any audio program material.
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PRODUCERS - DESK

his confidence in Lehning, since Eng-
land Dan & John Ford Coley’s “I'd
Really Love to See You Tonight”
(1976), which was Lehning’s first solo
production outing. He started as a play-
er in southern Illinois, whose band
went to Paducah, Kentucky to make a
demo tape. Lehning, then 17, immedi-
ately fell in love with the record-mak-
ing process. A friend of the family’s set
up an appointment with two record
producers in Nashville, Felton Jarvis
and Billy Sherrill. Jarvis suggested they
get a female singer to front the band.
They found Vicki, who Kyle married
three years later. Vicki was the recep-
tionist at Glaser Sound Studios, owned
by Tompall & the Glaser Brothers, and
Lehning “literally started by sweeping
floors and cleaning the place up, hang-
ing around, trying to make myself in-
dispensable.” Claude Hill, the chief
engineer, took him under his wing,
and in 1972, the Lehnings moved to
Jackson, Mississippi so Kyle could
work at Alpha Sound.

“There was a fellow and his wife
living in a school bus behind Alpha
Sound. His name was Parker McGee
and Parker and 1 became very good
friends. He was writing some songs
and 1 was trying to learn how to pro-
duce. He was complaining about my
sound and 1 was complaining about
his lyrics and we sort of coerced each
other into getting better at what we
did. After three months, 1 found out
the studio wasn't going to happen and
a job opened up at Glaser’s in Nash-
ville, so 1 went back there.”

Eventually McGee wrote “I'd Real-
ly Love to See You Tonight,” which
Lehning helped demo. England Dan
& John Ford Coley’s manager, Susan
Joseph, grabbed the song and the duo
demoed it. She pitched it to every label
in LA. and everyone turned it down.

“But one day, they were playing it
for some people at Atlantic Records,
and Doug Morris, who was the presi-
dent of Big Tree Records at the time,
heard it through the wall, went in and
said, ‘I like that. I'd like to put that out
on my label.’ Meantime, Susan said, ‘1
don't think this version is as good as
what Kyle might be abletodo.” 1 wasa
completely unknown and unheard of
production entity, but Danny and John,
bless their hearts, decided to give it a
shot and they came to Nashville. We
cut the thing in a friend’s basement
where he had a 24-track studio and it

sold over a million records.”

A string of hits followed, and eight
years ago, Lehning and Seals’ manager,
Tony Gottlieb, built an 8-track studio
out in Hendersonville. About five years
ago, Morning Star became a 24-track
studio with a Sound Workshop 1600
console (although Lehning says now
they're shopping for a new console).

“The singer sings in the bathroom
and 1 like that for a couple of reasons.
I’s got a nice ambience about itand it
also teaches humility, which 1 think
most singers desperately need more
of,” Lehning says, tongue well in
cheek. “The studio isa very cozy place.
It's about 13 feet wide and about 22
feet long. We have a 7-foot Bosendor-
fer grand piano, which, when you get
Larrie Londin in here, doesn’t leave a
lot room for anybody else,” he says
affectionately about the session drum-
mer. “Although, I must say, the equip-
ment is getting bigger and Larrie’s get-
ting smaller. Tracking is a pain, but we
cut Dan's tracks to ‘Everything that Glit-
ters is Not Gold’ and ‘My Old Yellow
Car,” and a lot of ‘Bop’ was done here
too. None of Randy's tracking has ever
been done here and I doubt it ever
will because he needs too big of a
band to be comfortable.”

On Milsap's projects, they usually
work at Milsap’s own Ground Star
Sound Laboratory. Although this is the
first album Lehning is producing (with
Rob Galbraith), he has engineered Mil-
sap’s records for the past five years.

“As a producer, the main differ-
ence is song input,” Lehning says.
“Ronnie is one of those artists who is
very strong. Any record you make with
Ronnie, you're co-producing with him.
He’s very sure of what he wants to do
and he’s very matter-of-fact with what’s
in his brain. I respect that. And Ronnie
has always been real open to trying
things out. I've never been shy about
voicing my opinion about something.
The good thing about being the engi-
neer is that 1 can give my opinion
without having toworry about whether
it’s right or wrong. The producer has
to decide whether or not to take that
input and make it something that is
going to be on the record for the rest
of its life.” |

Robyn Flans is a Los Angeles-based free-
lance writer who contributes to Mix,
Modern Drummer, Pulse, Word & Mu-
sic and other publications. She’s also
conducted interviews for radio and
TV, and bas authored three rock books.
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THE AM

FEDERATION of
. MUSIGIANS

by Rosanne Soifer

escribing the Musicians Union

is a difficult task, because there

are so many different perspec
tives on it. Some musicians who work
infrequently and at low paying gigs
consider it a necessity and a savior. Yet
others who constantly do top work
(financially speaking) sometimes con
sider it an intrusion, a nuisance or
worse. Unlike the other performers’
unions such as S.AG. (Screen Actors
Guild), AFTRA (American Federation
of Television and Radio Artists) and
Actors Equity, whose names usually
evoke a modicum of affection in their
members and signify at least a certain
prestige and caliber of work, the AF.
of M. stands for no such thing.

This article doesn’t purport to devel
op a complete history of musicians’
unions and performers’ unions in gen-
eral. The information presented here
is by no means conclusive, and in
some areas, because of inter-union and
local /Federation politics and pelicies
(as well as ongoing national contracts
negotiations) may appear somewhat
incomplete.

Nevertheless, Union meetings, poli
cies and gossip appear to take up a lot
of musicians’ time and energy. Staff
positions are highly sought. Mixspoke
with A.F. of M. officials, Local officers
and members at large to get an idea of
how the A.F. of M. functions, where it

succeeds and where it falls short.
The purpose of the AF. of M, as
propounded by Article Il of the Bylaws,
is “to unite all Local Unions of musi
cians, and regardless of race, creed or
national origin the individual musi
cians who form such Local Unions of
the American Federation of Musicians,
into one grand organization for the
purpose of general protection and ad
vancement of their interests and for
the purpose of enforcing good faith
and fair dealing, as well as consistency
with union principles, in all cases in
volving or of interest to members and
Local Unions or the Federation.”
Local unions and the International
Union together comprise the A.F. of M.
of the U.S. and Canada, AFL-CIO, CLC.

Faced with
declining
memberships and
technological

changes, musicians’
unions struggle to
define their role in

the '80s.

A Study in Gontrasts

Each union has its own officers and
governing board, elected by the local’s
membership. Each local also selects
delegatestothe A F. of M.’s Internation-
al Convention. These delegates elect
all International ofticers and members
of the International Executive Board,
which administers the A.F. of M. be
tween conventions.

To the working musician, the Musi-
cians Union hopefully functions for
the reasons the other performers un
jons were founded: to set wage scales,
working conditions and for collective
bargaining. Yearly membership dues
are levied, as is a work tax on all con
tracted jobs (usually from 2%:% to 4%
of the gross). This money makes up
each Local’s basic source of revenue.

The AF. of M. was begun in 1896
(when the number one tune was
“Sweet Rosie O’Grady" and John Phil
lip Sousa was just hitting the big time),
although attempts at organizing were
begun in Europe and Norman England
as early as the 12th century by street
musicians. Known as jonglenrsor min-
strels, they played popular music,
danced, told stories and occasionally
presented animal acts. They formed
loosely knit guilds for mutual aid and
social protection. In this country, the
first musicians unions were organized
during the latter half of the 19th cen-
tury. Like their early European counter-
parts, they were formed not to alleviate
adverse economic conditions, but as
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social clubs. For many years, their pri
mary concemn for theirmembers' social
welfare consisted mainly of setting up
a death benefits program. Only late in
the century were attempts made to
enforce wages.

Though Baltimore and Chicago had
musicians unjons as early as 1857, the
first organization that clearly took on
characteristics of a trade union was
formed in New York City in 1863.

Attempts at a national organization
first began in Philadelphia in 1871, in
order to deal with matters of common
interest to musicians and to tackle the
problems caused by inter-local compe
tition arising from traveling musicians
and road shows. Called the National
Musical Association, it lasted less than
ten years. By 1886 another attempt was
made as the National League of Musi.
cians. Through affiliation with the
American Federation of Labor, the NIM
eventually merged with the American
Federation of Musicians (begun in
1896) in 1904.

Most of the “better” music jobs are
under Union jurisdiction: alt major la
bel recording, commercials, films, the
classier club dates (also called single
engagements or casuals), hotel gigs,

Broadway shows, Equity dinnertheater
and some nightclubs. In a city like
Nashville, road musicians working for
name acts are also included. In addi
tion, many traveling acts that pass
through a city for a brief engagement
(usually in a unionized house or the
ater) are required to file a contract
with that particular local. Thus, if a
musician doesn’t get paid, and there is
a contract on file, the Union will help
him fight for his money, through arbi
tration if necessary. The Federation
also maintains a nationwide defaulters
list—people, clubs, agents, etc., who
have breached agreements or in some
way cheated musicians out of money.

Yet peculiarities unique to the field
have often led to irregular—some
might say frustrating—hiring practices
where the Union is either circumvent
ed or ignored entirely. The ultimate
“end users” of the musicians’ product
is often not the person who does the
hiring. Independent agents, hotel food
and beverage managers, and contrac
tors (who are often other musicians
and may indeed function as “employ
ees” on another job) function as mid
dlemen between the musician and the
client or purchaser of music.

The Union is strongest where an
actual employercan be defined—such
as theater, movies, TV, symphonices, jin-
gles and major label recordings-—and
thus negotiated with. Also, says AF. of
M. president Victor W. Fuentealba,
“The Union is strongest when we are
able to utilize the labor laws of the
United states. We're hampered by both
the Taft-Hartley Act and the right-to
work laws.”

Labor laws such as the Wagner Act,
Landrum-Griffin Act and the Lea Act
are administered by the NIRB (Nation
al Labor Relations Board). Their very
complex histories, utilization and re
percussions are outside the scope of
this article. Very briefly, however, the
1946 Lea Act (also known as the anti
Petrillo Act and aimed at the then-pow
erful Union president James Cacsar Pe
trillo) made it unlawful for broadcast
ers to employ or pay more for musi
cians and/or musical services than
needed, inan attempt to do away with
minimums or “phantoms.” The Wag
ner Act (1935) outlawed unfair labor
practices on the part of the employer.
Landrum-Griffin (1959) created safe
guards for union members against pos
sible abuse bytheir union. Restrictions
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were also placed on organizational and
recognitional picketing.

However, it is the 1947 Taft-Hartley
Act (also known as the Labor Manage-
ment Relations Act) that is described
by one Local 802 business agent as a
“multi-clause nightmare.” The Act is
probably one of the many reasons the
Union (and unions in general) have
lost much of their power and prestige
over the last several decades. Taft-Hart-
ley (later strengthened by Landrum-
Griffin) clamped down on several
kinds of union conduct, such as intimi-
dation of employees and engaging in
certain types of strikes and picketing.

“What thisall means,” says President
Fuentealba from Federation headquart-
ers in New York City, “is that according
to the right-to-work laws, no worker
has to join a union and no workplace
can be aclosed union shop. Since 1947,
as the Taft-Hartley Act has been inter-
preted, this has resulted in venues such
as hotels and nightclubs that regularly
use musicians to say ‘’m not the em-
ployer” and thus avoid having to bar-
gain or pay union wages and benefits.”
Fuentealba adds, “This has led to horri-
ble problems with band leaders and
booking agents who said ‘why bother
to join the Union’—and a lot of young-
er players didn't. Then in the Caribe
Hilton decision [aSan Juan hotel], the
courts ruled on appeal that the band-
leader, not the hotel, is the musicians’
employer, and we're fighting it. It’s
very important to get this law
changed.”

In addition, many employers also
tend to view musicians, even those
who work for them steadily, as inde-
pendent contractors, and pay them ac-
cordingly, taking out no taxes from
their paychecks. Many clubs, hotels,
single engagement booking offices
and restaurants that employ musicians
also balk at paying into the Union pen-
sion and welfare funds. (And, of
course, a “union” of independent con-
tractors is a contradiction in terms.)

President Fuentealba, in the previ-
ous paragraphs, touched on another
Union problem—reaching the young-
er (read “rock™) players. He notes,
“Most rock agents and managers dis-
courage Union affiliation, except if
they're part of a big signatory record
company, name act, or talent agency.
There are so many musicians in this
field that supply definitely exceeds de-
mand. Many are in debt for equipment,
so they tend to take any kind of gig at
all to help make payments.”

Simultaneous
Editing of
Audio & Video =
——— — “ -aEnes
' B ©H EEEDB

...with our New Family of Controllers
from Cipher Digital.

Making superior results easier than ever

SHADOWPAD-MIN! (Otfset/Entry Keyboard)
« Controis offset information for ane SHADOW II™ synchronizer or PHANTOM
VTR Emulator
* Displays master, slave, user bits, time code and more

SHADOWPAD-MAXI (EdivEantroller)
» Allows full control of one SHADOW I synchronizer
* Allows independent transport control for both master and slave transports

SOFTOUCH™ (Edit/Costrolier)
* Allows independent autalocation for up to 4 transports via 3 SHADOW I
synchronizers
» Offers adaitional “‘scratch-pad™ memory
* Enables single key execution aof intricafe or repetitive pre- and post-production
routines via 16 programmable SOFTKEYS™

SOFTOUCH-PC (Edit/Contraller with PC type Interface)
« Incorporates the versatility of the SOFTOUCH with the power of a PC type
computer
* Willinterface up to 4 transports
e Provides EDL display and hard copy capabilities

To get your system under control, contact Cipher Digital today.
Call (800) 331-9066.

| l | Coher gl inc
[ P O, BOX 170/FREDERICK, MD 21701
{3011 695-0200 TELEX: 272065

Circle #137 on Reader Service Card

AUGUST 1987 MIX 177



A British company dedicated to the
design and manufaclure of one of the
broadest ranges of mixing consoles
in the World. We offer ten individual
models in over fifty versions Lo suit
your specific requirements.

The choice is yours.

Applications: Sound Reinforcement:
Video Posl Production:

4&8 Track Recording;

Broadcasl “On Air”; Stage Moniloring.

Exclusive US. distributor:

A K G ACOLSTICS, INC.
77 Selleck Street, Stamford. CT 06902
Telephone: (203) 348-2121

Circle #138 on Reader Service Card



An example that tellingly illustrates
this problem occurs within New York’s
Local 802, the largest local in the world,
with approximately 16,000 members.
Local 802 territory covers the Broadway
theaters, lucrative jingle and record
sessions, TV and the recently rejuve-
nated New York movie business. All
these areas pay well, but the work is
done by a very small pool of players.
Also included in 802's jurisdiction are
numerous showcase clubs (where a
band sometimes leaves with as little as
$20 to split among its members and
must sometimes even pay the club for
the “privilege” of performing). New
York City and its environs are also
home to numerous independent rec
ord labels where spec work is all too
common, and money for the side mu-
sicians (as well as engineers and ev
erybody else involved with the particu-
lar project) is almost never forthcom
ing at the completion of the job. For
many young players, lack of organiza-
tion, the independent nature that
seems to come with anybody seriously
performing rock and roll, as well as
unfamiliarity with other areas of music
and other types of musicians, have led
to these deteriorating conditions.

In 1983, spurred on by a letter writ-
ten by member Russell Alexander, Lo-
¢al 802 formed the Rock/R&B Commit-
tee to run music business seminars
and (hopefully) open upa dialog with
rock club owners. The dialog was
largely ineffective, although one show-
case club was picketed and eventually
closed (for better or worse). The com-
mittee is now mostly inactive, possibly
because of the state of the New York
music scene itself—there are very few
live music clubs to “organize,” as the
number of viable venues of all kinds
continues to diminish.

Los Angeles Local 47, from all re
ports, maintains an excellent rapport
with its rock musician members. It reg:
ularly covers the activities of local rock
musicians (many of whom are celebri
ties) in Overture, its monthly publica
tion. Local 47's pamphlet for new and
prospective members is emblazoned
with the names of many prominent
rock musicians who are members
Linda Ronstadt, Devo, Quincy Jones
and Frank Zappa, to name just a few.
Unlike New York’s 802, Local 47 has its
own building with a club room and
rehearsal hall available. (Low cost prac-
tice and rehearsal space in New York
City is at a very high premium.) And
also unlike New York, L.A.’s club scene

appears alive and well.

Other locals have also attempted to
reach out to younger, disaffected play
ers. Local 7 in Orange County, Califor
nia, maintains a videotape library of
area bands, as does Local 257 in Nash-
ville. Says Local 257 business agent
Otto Bash, the project co-ordinator,
“Our video filing system has more than
paid for itself as a service to our mem
bers in terms of jobs and goodwill.”

Kelly Castleberry 11, the Federation’s
secretary-treasurer, says, “We've also
instituted the President’s Service Pro
gram, which includes public relations
brochures and outreach programs.

We've implemented a successful Young
Sounds program (lecture-demonstra
tion programs by well known musi
cians—usually jazz players—in the
schools) in areas like Detroit and
Phoenix.

“. . .nothing will destroy the use

fulness of an organization surer

than to set its face against prog

ress no matter how unfavorable

we may at present consider same

to our interests”

Joseph Nicholas Weber

(A.F. of M. president 1900-1940)

Weber’s warning notwithstanding,
the AF. of M. as an organization has
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been fighting mechanical devices that
replace live music for many, many
years. When Wurlitzer came out with
the Mechanical Sideman 30 years ago
it was just the beginning. The Union
has even sought restrictions on the
use of synthesizers where they have
been usedto “replace” live musicians.
Yet on many contemporary recordings,
there's a good chance that the piano
isn't a piano, and a better chance that
the drums aren't drums. It therefore
seems that the Union and technology
are on a collision course, again. The
technological and, more importantly,
economic ramifications of MIDI, syn-
thesizers and automated music in gen-
eral, have yet to be consistently ad-
dressed and dealt with, particularly in
the field of recording.

Although the A.E of M. has no hard
and fast policy on synths et al., Budd
Arthur, the Federation’s Chicago-based
PR counselor says, “Digital sampling
seems to be a matter of individual
policy, and most synth players are or
were pianists, so they join the union.
No one wants an out-and-out condem-
nation of synths; after all, we learned
with talkies that you can't stop tech-
nology. As far as ‘synthetic’ vs ‘real’
sounds, there's a place for it all. It’s just
that displacement of live music and
acoustic instruments is becoming a
serious problem.”

Adds 802 President John Glasel, “We
feel better when synths are used to
enhance rather than replace.”

To many “independent” musicians
who work off the books, or in dareas
not largely covered by the Union, or
who do sessions on spec (since it's the
only kind they may be able to get) all
this may sound like irrelevant quib-
bling. For every music booking office,
independent agent, production house,
record label or musician thatally them-
selves with the Union, there are several
more who do not, and continue to
function without either help or inter
ference from it. Consider the follow
ing: Cal Hart (not his real name) plays
in a unionized Midwest orchestra. The
conservatory he attended, like many
others, set up a “gig hotline” (totally
independent of the musicians union
in the area) that placed musicians in
jobs. Anyone planning a party, wed-
ding, brunch, etc. could call the hot-
line if they wanted to hire music. The
hotline co-ordinator informed the cli-
ent that monetary negotiations were
between them and the musician, but
frequently made suggestionsto the cli-
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ent about prices that were way below
union scale. The conservatory was to

cated in a fairly well-to-do area, and
Hart says in retrospect, “The clients
definitely took advantage of the very
low student rates. What's galling is that
many clients had enough money to
hire a whole damn orchestra if they
wanted to. 1 was sometimes caught in
an untenable position since 1 became
a union member during my last year at
school—and was able to get union
scale doing the same kind of work that
1 got through the hotline. To my knowl

edge, neither the union nor the gig
hotline contacted the other about the
situation.” (A pamphlet put out by the
Federation titled “The Music Code of
Ethics: An agreement defining the jur-

isdiction of professional musicians and
school musicians™ attempts to address
these problems.)

Says Virginia West (also a pseudo:
nym), until recently a union member
active in the hotel and ctub date fields,
“The industry as a whotle isn't there to
support the Union. And if you're not
working steadily, the pension and wel
fare benefits don't really add up to
anything in the end. I'd just prefer a
fatter paycheckaat the end of the night.”

N\
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€1t’s really the only system that does what I want

For many such as West, who ted her
own hotel band, trying to fit into the
Union'’s concept of a hotel employee
is often neither professionally nor fi-
nancially feasible (usually for tax rea
sons). Also, if freetance musicians’
work suddenlty drops off, their health
benefits may be in jeopardy. Many pre
fer to acquire health and/or pension
plans independently, or find they can
obtain much more comprehensive
coverage through family or a working
spouse.

Some steadily working hotel musi
cians simply see the Union as an advo
cate regarding wages and benefits. Yet
one member, an entertainment lawyer
as well as a working musician, re
marked, “No matter what any Union
says, nothing is ever black or white.
Enforcement procedures, particularly
in an area as spread out as Local 802,
with so many different kinds of work,
are usually ineffective. The Union
doesn’t have the resources to do the
job properly or effectively.”

Many musicians who only play part-
time don't hesitate to drop out of the
Union if they can receive benefits and
health coverage through their day jobs.
Membership in most locals is continu-

alty dropping, and locals with small
memberships are merging with increas

ing frequency:. Yet there are stilt many
musicians who consider the Union’s
existence a vital part of their personal
and professional lives. The MPTF (Mu

sic Performance Trust Fund) provides
many members with employment via
asystem of matching funds with spon

sors like hospitals, parks and schools.
Legal and personal counseling, a 24

hour hotline, the Emergency Relief
Fund and instrument insurance are
some of the features that remain in
constant use by union members. Yet
the personalities that guide the A.F. of
M. and use of the Union’s power will
ultimately determine how well it can
cope with the unprecedented techno-
logicat and economic changes that are
now altering the face of the music in

dustry. Clearly, the Union is at a critical
crossroad. ]

Editor's note: In luate June, A F of M. president Fuente
albawas voted out of office for his consistent anti strike
stances. He claims he'll be back, however.
Rosanne Soifer, a freelance journalist
and professional musician, is an 802
member and former 802 business
agent.

Alan Parsons, UK (Amek Angela)
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by Lou CasaBianca

Amv/Mix

(CONFERENCE

THE VILLAGE RECORDER; L.A.; PART 2

n the November '86 issue of Mix, we
presented a comprehensive sneak
preview of Compact Disc-Interactive
(CD-1). Scheduled for release at the
Spring 1988 Consumer Electronics
Show (CES), interactive CD players
will be delivered to consumers in the
fall/ winter of '88. If you are familiar
with CD-1, you know that the format
presents an extremely interesting
challenge to both developers and con-
sumers us a gateway into true interac
tivity and the recent technologies of
the 1990s.

CD-1 Workstations

After its conception by Philips, in Eind
hoven, Holland, the first phase in the
evolution of CD-1, based on the negoti
ated unanimous consent of the partici-
pating manufacturers, was the forma-
tion of manufacturing and operating
standards-—the Green Book. The next
phase, the development of the author
ing systems and software, has proceed
ed on both corporate and market-
driven levels. On the corporate level
Philips has contracted with Sunn Com:
puters, inSilicon Valley, to develop the
authoring workstation for the devel-
opment and production of CD-1 soft-
ware and programming. Sunn, along
with Apollo, DEC, Hewlett Packard and
Silicon Graphics, is one of the major
providers of scientific and graphics
workstations. A team of Sunn develop-
ers, led by Steven MacKay, will work
with Philips and the developer com-
munity to forge standards that will
form the basis of the creative and intel-
ligent workstation environment for
CD-1 development.

Authoring Systems

At the On Line CD-I Conference and
CDI Network/SIG Meeting in San
Francisco last May, a number of market-
driven solutions to CD-1authoring and
workstation design were announced
and/or previewed. Marc Canter, presi-
dent of Macromind, out of Chicago,
demonstrated “Video Works I1,” an in-
teractive authoring program that runs
on the Apple Macintosh computer.
When running on the Mac 11, with its
sound chip saumpling capability, color,
and video card for video display and
signal export, the Macintosh becomes
a relatively inexpensive and powerful
developer’s, workstation. Electronic
Arts CD-I Director, Greg Riker (see In-
teractivity, Mix April 1987) demon-

Mark Dillon, AIM
vice-president
of technical and
creative serv-
ices discusses
the new
technology.
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strated interactive storyboarding onan
Amiga. Using off-the-shelf digitizing
hardware and custom-developed soft-
ware by Electronic Arts, he “walked
through™ a CD-1 authoring approach
and simulated a CD-1 game concept.

Other manufacturers, such as Acti-
vision and Optical Media Internation-
al, have also announced software and
workstation configurations. Clearly the
first market for CD-1 will be for the
interactive authoring systems and
workstations used to design and devel-
op the software.

The Record Group

At the same time, in line with the clas-
sic “chicken-and-egg” syndrome, The
Record Group and AIM (American In-
teractive Media) both affiliated with
Philips and PolyGram, have been de-
veloping and awarding contracts for
the production of CD-1 software pro-
grams. Led by former Warner Brothers
Records creative wizard, Stan Cornyn,
The Record Group previewed their
“Time Machine” program at the AES
Music and Digital Technology Confer-
ence in Los Angeles last May. A mod-
ern-day version of Mr. Peabody's “way-
back machine,” the program allows
you to pick a moment in history and,
through the miracle of interactive opti-
cal technology, travel to that place and
time. You can browse in prehistoric
through modern times, asking about
the arts, politics, economics, fashion,
etc., and record segments of interest to
a peripheral VCR. The Record Group
“looks and feels™ like a record com-
pany and is bringing the music busi-
ness approach to the development of
CD-1 entertainment and informational
programming.

American Interactive Media

The AIM organization is taking the
electronic publishers approach to de-
veloping associations with “content
providers” such as Time-Life and Smith-
sonian in bringing their vast libraries
of print, film and video to the CD-1
arena. AIM also is developing games
and entertainment-based projects such
as “elastic music,” which uses the au-
dio functions of CD-I to present new
and exciting creative possibilities with
interactive music.

The Ultimate Off-Line
Workstation

As a powerful random access informa-
tion delivery vehicle, the CD-I format

offers new opportunities for learning
and creativity. What has not emerged,
however, is the message that, like the
extremely powerful technology re-
quired to author and produce CD-1
software, the CD-1 home machine in
and off itself will be a powerful work-
station. Multi-track digital audio (read
only), keying graphics over video, vid-
eo paintbox effects and video digitat
effects will be accessible to the con-
sumer/operator through a user-friend-
ly Macintosh look-alike interface.
Once a sequence has been created, it
can be sentto an audio cassette record-
er or VCR. The CD-1 player could be-
come the production core of the home
entertainment center, adding video
production, computer graphics and in-
teractive software capabilities to the
multi-timbral, MIDI, porta-studio
home studio.

CD-I Network

The CD-1Network has been formed in
San Francisco, and is linking up with
other CD-1 special interest groups to
help developers and manufacturers
keep in touch with the emerging CD-1
scene. For information, contact John
Katb at the CD-1 Network, 4565-A 18th
Street, San Francisco, CA 94114.

Audio/Music For CD-I

American Interactive Media and Mix
magazine recently co-sponsored a con-
ference, hosted by The Village Studios,
specifically to introduce the CD-1tech-
nology to the audio recording and mu-
sic community in Los Angeles. The
speakers for AIM at the meeting were
Marc Fine, VP of Business Develop-
ment (i.e., A&R), and Mark Dillon, VP
of Technical and Creative Services.

One of our objectives in bringing
you the detailed highlights of this
meeting is to help provide a clearer
understanding of the audio implica-
tions of CD-1 technology, and in gen-
eral to help define the ways in which
interactive technology will impact mu-
sic and audio recording. The follow-
ing comments made by Mark Dillon of
AIM are from that conference and are
part two of a series of articles that are
being presented in “Interactivity,”
dealing with audio and music produc-
tion for CD-1.

Mark Dillon: “You may have seen
interactive video which is essentially
video tape, motion and menu. You
make a choice and you see more mo-
tion. When you take a piece of video




Before quu choose speaker components,

listen to

It's a good bet that of all the people
reading this ad, 10 out of 10 know the name
Tom Hidley

One engineer we spoke with called him
“the best engineer in the world.” Another
described him, a bit more colorfully, as “pretty
damn hot”

But most of you know him as perhaps the
foremost studio designer in the world today.

The reason we bring this up is that the
speaker components Tom prefers for his clients
are the ones we make.

TAD.

“IWILL USE ONLY TAD, UNLESS A CLIENT
DEMANDS OTHERWISE™

In fact, he does more than prefer them.
Insists Tom,  will use only TAD, unless a client
demands otherwise”

We, of course, are delighted that Tom feels
so strongly. But it should also be of more

om Hidley,

than passing interest to you, since you want the

speaker components you use to be the best.
And on the subject of “best. Tom has some

very definite opinions about TAD. “They are
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ducts today. Nothing touches their perform-

ance, honesty, stability and transient response’’

“NOTHING TOUCHES THEIR
PERFORMANCE, HONESTY, STABILITY AND
TRANSIENT RESPONSE”

There are some sound technological rea-
sons for such enthusiasm. For example,
we use only pure beryllium diaphragms in our
compression drivers for high speed sound
propagation and exceptional efficiency. We al-
so assemble every component by hand,
with tolerances as close as a millionth of an
inch. And we use exhaustive and esoteric
evaluation techniques —such as the Doppler
laser and anechoic chamber — every step
of the way, from original design right through
to manufacturing.

“TAD MAKES THE BEST SOUNDING
COMPONENTS I'VE EVER HEARD”

But for Tom, that's all frosting on the
cake.“At the end of the day” he says,“it's what
comes out of that speaker that determines
success or failure. No matter what it measures,
it all comes down to what it sounds like.

TAD makes the best sounding components ['ve
ever heard”

If youre in the market for professional
speaker components, for yourself or a client, we
hope you'll seriously consider what Tom Hidley
has to say about TAD.

And thanks for listening.
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tape and put menus in front of it, that’s
‘interruptive’ video, not interactive vid-
eo. Interactive video takes an experi-
ence down to its very small level.
Twenty seconds of motion can illus-
trate four minutes of material. As you
move through the material, you are
constantly involved, moving along ata
rate that is appropriate to you, a phe-
nomenon called ‘user-defined mo-
tion.” It doesn’t seem boring or still-
frame-like, yet most of a given four-
minute section may be only 10%
motion.”

CD-] Overview

“CD-lis fundamentally an audio-based
medium. What does a CD-1 player pro-
vide us? It provides us with cheap play-
ers, cheap lasers, A-to-D converters; it
does the whole hardware part of CD-Is
already in place. In fact, in the Magna-
vox CD-laudio player, there’sa port in
the back that will connect you to a
separate computer you'll be able to
buy, that will turn your CD audio play-
erinto a CD-I player. One of the things
that makes CD-I is that it's based on
CD audio. The other thing about it is
that the data structure is audio. In oth-
er words, when you create for CD-I,

you have to think you're dealing with a
CD audio player where the optical
laser drops down in a groove and sucks
up data at 175 bytes a second.

“It’s not like a hard disc where you
can jump all over the place and pick
up data pretty quickly. It's got the same
kind of mechanism as your audio play-
er, which means you can only pick it
up at a fairly slow rate; 175K is not very
fast compared to some magnetic
means—in fact it's very slow. Access
times are slow by hard disc standards,
it's about a second search. So a lot of
CD-I's challenge is coming up with
specific ways to work within those con-
straints. We've had to find ways to
make pictures smaller. Ifyou have only
175K of data, to get more pictures, you
make the picture files smaller by en-
coding them. How do you encode
them? You come up with algorithms
that work in hardware and firmware to
compress them. That's what a good
portion of the CD-1 is about—taking
audio and video and making them
smaller in terms of the data stream so
you can do more.”

The CD Galaxy
“In 1982 the Red Book, CD digital

audio standard, was set. CD-ROM is
the Yellow Book. In this case it still
has between 550 and 600 megabytes
of data, but it is text. CD-ROM has
been used basically to store numbers,
that’s all.”

CD-ROM: The Yellow Book

“To get the appropriate form for a CD-
ROM, you can take your data, put it on
a 9-track tape, send it to one of the
service bureaus and they’ll send you a
disc. Plug it into the computer and
throw away all those floppies, tapes
and things you were storing data on.
CD-ROM is permanent; it's a good
archive medium. The only trouble is
that to store data it has to be perfect.
You don’t want a single zero or deci-
mal point to be missing from your
data, so error detection and correction
techniques don’t make it very good for
audio. The two extremes are red and
yellow. Red allows you to have some
errors in the audio. You can degrade
music gracefully to compensate for the
errors and cover them. That can’t be
done with data, so there are two entire-
ly different ways of putting informa-
tion on what looks like the same disc.
One is for audio, one is for data.
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The R2D3 Digital Room Delay offers three
independent outputs, each capable of 0 to 327
milliseconds of time delay with a minimum
increment of 20 microseconds. Setup is quick
and accurate. You can quickly input the delay




“CD-Interactive, the green stand-
ard, is an effort to use the same CD
technology so that at any one time
you can have text, computer programs
and data (just like CD-ROM), along
with music just like the red disc and
pictures, because pictures can de-
grade in the same way as audio. CD-1
is interactive, because it is this me-
dium combining two approaches that
are already free-standing.”

CD-I: The Green Book
And The Base Case
“All CD audio discs play on CD-I discs.

One of the rules is that all CD-I discs -

will play on all CD-I players. With CD-1
you don’t have the Beta vs. VHS vs. 8
mm problem. In theory, you're going
to be able to take any CD-I disc and
put it in any CD-I player, any place in
the world and it will read it. The same
disc you do in the States will be good
in Europe, Japan or even France.
“The CD-1 as a base case comes with
no hard discs, no MIDI, no floppy
discs, no keyboard, no extras, but
you'll be able to connect those things
toa CD-1ifyouwant. There’sa comput-
er keyboard port in the back. You can
even turn this thing into a computer. |

would be shocked if we won’t be able
to plug peripherals into a CD-I player
and greatly expand its capabilities very
soon. However, to begin with, all CD-1
titles have to play just on the base case
configuration; they can’t require a
MIDI interface. You can add things on
to it that will make it better, faster,
more fun, but it’s got to play on that
base case configuration.”

Mode Il

“Let me talk about standards and com-
promises. A standard isa compromise.
CD-1is atremendous compromise, be-
cause there’s always a better way todo
it, if you want to pull toward a specific
solution. But if you want audio, video
and sound for computer program in-
teractivity, a standard has to be agreed
on. Take, for example, the way data is
treated to give you some idea of the
compromises that were made. CD-1
will play red audio or the compact
audio, it will also play part of the data
that is available in CD-ROM. In CD-
ROM you've got two modes you can
use to encode your data, Mode 1 or
Mode 2. If you're making a CD-ROM
and you use Mode 1, it will not play on
a CD-I player. If you use Mode 2 it will,

and it will play in the red audio.”

Error Detection-Error Correction
“Remember, there are two ways you
can encode data. This one has EDECC
(error detection-error correction cir-
cuit), for use when we want to have
text and data in the CD-I player. Form
2 is used when pictures and audio
don’t need to have the same error cor-
rection. The advantage of Mode 2 in-
stead of 1 is that we get about 250
more bytes, which means more infor-
mation for pictures and sound.

“Ablock is the smallest discrete unit
ona CD-I player. It starts with a header
and a subheader. It tells the player
where it is and what it’s got there, and
whether audio, video or text dat is
coming off. It takes data off the disc
and recognizes it because the header
describes whether it’s audio data, vid-
eodata or ordinary data. It has a 68000
processor which recognizes each dif-
ferent step, and essentially does a jug-
gling act.”

Interleaving

“The fun and really creative part of
CD-1 is creating these record struc-
tures, called ‘real time record struc-

R2D3

time value. Or you can input the distance in
feet and the R2D3 will calculate the rest.
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tures.” It allows the player to take com-
pressed data, decompress it and play it
back in what appears to be real time to
the viewer. If you want to sound like
anexpert in CD-1, remember one word
besides CD-1—"interleaving.” Inter-
leaving is taking your audio, data and
video in little slices and designing
them to work elegantly and efficiently.
That's the whole trick of CD-1.”

CD Audio: The Red Book

“The CD audio disc, the Red Book,
fills up all the channel with data just to
make the audio data strip. We take the
audio and find a different way to en
code it, and free up some of the band-
width for the pictures and text. CD
digital audio takes 100% of the data
strip. CD-1 stereo hi-fi, which is top
grade green audio, takes up half the
data that the red audio takes, using a
different encoding scheme, ADPCM
(Adaptive Delta Pulse Code Modula-
tion). You immediately get about 75 or
80K bytes per second for the pictures
and text.”

Audio Quality Levels

“The audio quality is exceptionally
high, with little or no degradation in
the final audio product. Now we can
have only 25% of the bandwidth being
used for audio and the rest for pictures.
We can cut that back even more and
end up with 94% of the bandwidth for
pictures and other things with very
little for audio. In this mode, you can
take your 72 minutes and end up with
19.4 hours of audio.” ]

Tobe continued. in next month’s “Inter-
activity,” we’'ll review the 0S-9 operat-
ing system, video for CD-1and some of
the key questions about producing mu-
sic and audio for the CD-I standard,
(Note: if you would like to pursue
more technical data on the subject,
you may want to pick up CD-1 and
Interactive Videodisc Technology, ed-
ted by Steve Lambert and Jane Sallis,
published by Howard W. Sams & Co,
available at most good technical book-
stores and from the Mix Booksbelf.)

Lou CasaBianca’s primary interests lie
in the areas of advanced music, mo-
tion picture and television production,
with emphasis in interactive author-
ing and visual design, and the applica-
tion of computer systems in media
production.

Gold & Platinum Recording Careers

Music Video ¢

Recording Engineering
Music Business Management

Studio Maintenance ¢ Sound Reinforcement

Jon the suceessful gradustes of this mubt-mallon dollar educatonal studio compley i Orlandie, Flonida
Learn from well-known professionals and gam hands-on experience i the most comprehensise coutse avanlable
Internshsp placement. career gindance and employ ment assistance included

Over 19 gold and platnum records awarded to Full Sl alumm And more than 834

?-77 //5@%

CENTER for the RECORDING ARTS

tor your FREE Career Guide call

800-221-2747
In FL. Call 3!!?-788-2450
658 Douglas .-\\'enlle‘:‘l'-\‘:lrfl‘

of gradaates employed i the

spr.. FL 32714

Circle #147 on Reader Service Card

| Electronic
Acoustic
Research
Systems

A FULL Service company specializing in:

ACOUSTIC DESIGN & CONSULTATION
AUDIO ELECTRONICS & INSTALLATIONS

When you need to trust someone for state-of-the-art
room design and electronics work . . .
When it needs to be right the first time . . . call EARS

EARS Custom Products

I
? Pro Audio Equipment Sales
Please contact us for an outline of our complete services.
3 Hanson St. Boston, MA 02118 (617) 423-9565

ACGUST 1987, MIX 189

Circle #148 on Reader Service Card



Carlos has thrown
off the tuning and
timbre restraints
that have shackled
most composers
since the 17th
century and has
created stimulating
new forms. She
has changed the
way we all make
and hear

electronic music.
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by Bill Milkowski

The old Moog stands dormant in one
corner of her studio, like a museum
piece gathering dust. Its myriad of
patch chords and chunky construction
recalls a bygone era, like the Edsels
and Model Ts you might find at an
antique auto gallery.

In the “active™ corner of her studio
there's an arsenal of digital gear,
though she humbly ofters, “There's
really less here than meets the eye.
The GDS and the two Synergies are
very strong tools that allow me to get
into so many sounds that 1 really
haven't had the need for getting a
whole lot of peripheral gear. 1 still
stand by the old philosophy: learn
what you've got and get as much out of
it as possible instead of just running
outand getting more. Once you've got
a few buasic tools, learn how to use

those first. Squeeze every drop of juice
out of them.”

Wendy Carlos has done exactly that
on her latest opus, Beauty in The Beast,
a fascinating aural journey into the
realms of new tunings, timbres and
timing, jointly inspired by the tradi
tional sounds of Bali, Africa, India and
other exotic locales where they have
no use forthe Western tempered scale.
She has squeezed every drop of juice
out of her Synergy digital synthesizers
(with some help from various sound
processors and particularly the cus
tom-made gadget designed for her that
throws her Synergy synthesizers into
the scale of her choice at the press of a
key) and has come up with some start
ling new breakthroughs in her ongoing
exploration of electronic music. Like
Switched-On Bach (C6R8), The Well-
Tempered Syntbesizer ('69), A Clock
work Orange ('71), Sonic Seasonings




('72), Tron ('83) and Digital Moon
scapes ('84) before it, Beauty In The
Beast takes us on a trip through un.
charted musical terrain. Always the in-
novator, constantly searching for new
paths, laying the groundwork for oth:
ers to follow...Carlos has done it
again with her remarkable debut on
the new Audion label.

As Audion head Larry Fast puts it:
“The compositions on Beauty in The
Beastwill likely be seen, looking back
a hundred years from now, as a pivotal
point in music of the late 20th century.
This is not disposable electronic-pop,
but important and lasting music that
may just be the true beginning of 21st
century composition. Wendy Carlos
has thrown off the tuning and timbre
restraints that have shackled most com-
posers since the 17th century and has
created stimulating new forms. This
album has made me re-evaluate my
own concepts of tonality and composi-
tion. She has changed the way we all
make and hear electronic music.”

Though Carlos does build replicas
of Eastern and Middle Eastern instru-
ments on her GDS digital synthesizer

In a brave new world
of digital sampling
gear, Carlos is more
than content to stick
with her GDS and
Synergy keyboards.

(awhole gamelan orchestra on “Poem
For Bali,” a tambura and dilruba from
India on “*AWoman’'sSong,” an African
percussion ensemble on “C'est Af
rique™), she explains that the composi-
tions on Beauty In The Beast are mere
ly her own impressions and extrapola-
tions on various ethnic themes.

“The album is not, by and large, an
ethnic record, as it appears to be some:
times. My imitations, my replicas of
the spirit of some of these things are
very much through the eyes of a West.
erner. There are some occasional mo-
ments in it where I consciously said,
‘All right, let’s make this sound very,

very much like the music of such and
such a country.” But the form is very
different from what they would do.
The playing is much more like what a
Western jazz musician would do.

“The piece ‘Poem For Bali,” for in
stance, isn’t really authentic gamelan
music. Balinese musicians do not im
provise, as I did on the second half of
that one. They play terraced, which is
to say, flat. Then they go up to faster
tempos or louder or softer, all on strict
cues. But mine darts around and it’s
syncopated in a way that a Western
musician would play. I think if Balinese
musicians would hear it they'd say,
‘O, this is done with an accent,’ like a
foreigner coming to the States and
speaking our language. Well, 'mnota
native-born Balinese musician. My in-
terpretation is not authentic. It's more
polluted, if you will. More Western-
ized. And I think that’s fine.

“I'mean, hell, we're in a global soci-
ety now. Why not have all kinds of
interactions and feedback? Who needs
to be authentic any longer? With the
technology available today. ..mo-
dems, etc.. . .it’s very, very global. I'm
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The Boss"
means business.

ood business decisions begin with a clear

understanding of what an investment will

return to you. That’s why at Alpha Audio
we believe a worthwhile product pays its
buyer back: in efficiency, in creativity, and
in dollars. And that’s why we're so bullish
on The BOSS, our premiere audio editing
system.

Since its introduction in January 1986,
the BOSS has been generating high revenues
at studios in Atlanta, Hollywood, Detroit,
Houston and Philadelphia. Because our sys-
tem works, from automated track building to
looping, from video edit decision list exchange
to MIDI control, from sophisticated machine
handling to extensive list management.

We feel the measure of a good system
is not what it promises, but what it delivers.
Isn't that the basis for a good buying decision?

Shake hands with The BOSS. For
further information, contact David Walker;

Director of Marketing. (804) 358-3852.

AlphaAudio. 7

Automation Systems

A Division of Alpha Recording Corporation, 2049 West Broad Street, Richmond, VA 23220, 804/358-3852, TLX: 469037 (ALPHAAUD CI)
The Boss and Alpha Audio are trademarks of Alpha Recording Corporation.
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talking about technology now making
big inroads on changing the way we
express our art, our music. My things
...the special wnings, timbres and
such. . .are easily transmitted over tel-
ephone links. The live overdub ses-
sion that Sony recently sponsored with
Stevie Wonder and Herbie Hancock
on the West Coast playing with singers
on the East Coast. . .that’s a good ex-
ample of how technology is making it
global. I mean, today you can goto the
middle of Africa and see a Colonel
Sanders fried chicken. If you want to
call that potution or international
feedback. . .whatever, it's gonna hap-
pen with the music and with the arts, if
it hasn’t atready.

“And to me, it means that we now
have the ability to take all of the world's

Wendy Carlos
Equipment List

Her mixing console is a custom-
made Tempi Mark 1I, which she
originally built in 1970 and general-
ly modifies every two years. It has
18 ins and 6 outs. The cards inside
were made by Spectra-Sound, the
first company to manufacture 27
decibel signal-to-noise-ratio cards.
She uses Toa power amps. Stacked
on top of the console is a Synton
Syntovox SPX-216 vocoder (which
she used for Tibetan chanting ef-
fects on “Incantations” from Beauty
In The Beast), a Lexicon PC-42 digi-
tal delay, an AMS digital delay and
two Symetrics 511 noise reduction

192 MIX, AUGUST 1987

richness. . .the whole tradition. . .and
go much further. Like in the last 50
years, people had access to recordings
of music from all over the planet, and
so they composed music differently
from 100 years prior to that when you
only knew a very limited amount of
music in your life. But 50 years ago,
people could listen to recordings
made in Japan or Java and get influ-
enced by that. Well, now our influences
are much more immediate. So if the
music doesn’t bend to reflect the
changes in our lifestyles, it’s not reflect-
ing the realities of the world. It has to
change, I think. And the technology is
going to bring about a gross alteration
ofthe way we make our music. [ think
my Beauty In The Beast, for instance,
would never have been possible con-

systems. Nearby is another rack: two
IT1 parametric equalizers, a UREI
digital metronome, a Bode 06551
Frequency Shifter (created by elec-
tronic music pioneer, the late Har-
old Bode) and two Lang program
equalizers. On the floor near her
Synergy digital synthesizers is a TC
Electronics chorus/flanger box, an
Aphex Aural Exciter Type B, a Phase
Linear 1000 Autocorrelator noise re-
duction system, a TC Electronics
parametric equalizer, a Fairlight
Voicetracker. Several 4-track and 8-
track recorders are scattered about
the room. A 3M 16-track stands in
one corner. Nearby is the Sony F-1
digital recorder she used to record
Digitul Moonscapes and the Sony
701 Beta deck she used for Beauty
In The Beast. Rounding out the
sprawling arsenal of hardware are
the Kurzweil MIDI keyboard, the
Macintosh computer with a Roland
RS-232 port, her old 16-bit Hewlett-
Packard computer, the GDS digital
synthesizer and a Poly-Moog, which
she used for the Tron score. 1t's all
here. She needn't leave her home
to make any albums, except for
transcoding the music onto a Sony
1630 digital 2-track (which she did
at Sterling Sound in New York for
the Beauty project). She doesn't
plan to acquire any new tools for
the moment. “['m just trying to
catch up now,” she says. “I've got
like ten different things here that
are all totally new to me and I'm
learning the best about them right

.-

now,

ceptually at all just two, three years
ago. It's a child of the times. And it's a
tip of an iceberg of something very,
very new. It's a terribly exciting time
for music, [ think. Its like the old Chi-
nese curse says: ‘May you live in inter-
esting times.” So [ believe we are truly
living under a curse right now. It’s a
very interesting time. Everything is
changing, nothing is stable. And if
you're open to these things, it's like
adrenalin alt the time. You don't know
how to turn it oft.”

You can feel Carlos™ excitement as
she tatks about her new equipment,
the new tunings, the new sounds and
the tedious process by which she came
upon them. Her speech speeds up,
trying to keep pace with her racing
thoughts, as she describes her relent-
less search for new sounds, the endless
late-night sessions in her studio, burn-
ing the midnight oil over her GDS
computer, piecing together sounds by
ear (not unlike an equally obsessed
Thomas Alva Edison during his zen-
scarch for just the right filament for his
light bulb).

It was tedium,” she admits, “but
it's like a Sherlock Holmes kind of
tedium. There's a detective story in-
volved here that can be a joy. It can be
fun! You become immersed in this
process and you forget to eat or sleep,
because this stuff is so exciting in and
of itself. It takes a lot of time, so you
have to be patient and very obstinate.
You become consumed by this search,
but it's great, great fun.”

These late night hunting sessions
have been a Carlos custom since her
days asa Masters student at the Colum-
bia University Electronic Music Center.
From 1962 to 1965, Carlos had access
to the Center’s massive (and now ar-
chaic) RCA Mark 11 synthesizer.

“I'was one of the few students who
was really interested in it,” she recalls.
“And the only time they had open to
work with it was from 11 p.m. 'til 8a.m.
So [ got the chance to work there all
night long during my three years at
Columbia, and that's where [ picked
up my bad habit of sleeping all day
and working all night.”

She fondly remembers the RCA Mark
Il as “a nice, interesting gadget. The
first one was built in 55, and by the
late "50s they had built a second model.
It was the world's first attempt to put
all of the steps necessary to make
sound into one spot, all tied together.
Andthe term they used for this gadget
was synthesizer, taking the idea from
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Notes and News from Kurzweil Music Systems

Issue No. 2

NOW HEAR THIS...Kurzweil 250 Sound
Libraries 5 and 6 will be available soon! Per-
cussion, human voices, guitar strums, and
more! So hang in there. THEY DON'T COME
EASY...We invested almost $25,000 just to
sample pizzicato from the Boston Pops string
section for our Sound Block C. MAKE IT
QUICK...with the Kurzweil 250's built-in
QLS™ our “Quick Load System” interface for
the Macintosh™ computer. QLS lets you project
a complete menu-driven sequence editor, key-
board editor or instrument editor on one screen,
making the Kurzweil 250 even easier to use!
Haven't checked out QLS? See your authorized
Kurzweil 250 dealer. GOT A ROBOT IN YOUR
FUTURE?.. See “Robots and Beyond: The
Age of Intelligent Machines.” Produced by the
Boston Museum of Science and sponsored by
Digital Equipment Corporation in cooperation
with the Kurzweil Foundation, the exhibit takes
the mystery out of robotics and artificial intel-
ligence...and features a Kurzweil 250 on dis-
play with a computer—the system plays
computer-generated compositions on a con-
tinuing basis. It just finished in Boston and will
be at the Franklin Institute in Philadelphia
through September 1. Then its on to Charlotte,
NC. More next month. BLAST OFF!...with Con-
certo for Astronauts on New Frontier Records.
Composed by Emile Sichkin, Russian emigre
and graduate of the Moscow Conservatory of
Music. It's “a tribute to the heroes who go up in
space and especially to the crew of the Chal-
lenger,” says Alex Ayzin, founder and president
of New Frontier. “About 50% is performed on
the Kurzweil 250.” This one can put a tear in
your eye. A 150FS IN CHURCH AND ON
TV?...Yep, the First Baptist Church of Spar-

tanburg, SC, which broadcasts live to 100,000
homes every Sunday on CBS-affiliate WSPA.
According to Minister of Music Ron Wells,
“We use the Kurzwelil throughout our program.”
Why a 150FS? Tuning ease and accuracy. Good
choice. MORE 150FS...Its easy to see why Ron
Wells is so pleased with the 150FS—a true
multi-timbral instrument with full sound layer-

ing, programmable graphic 8-band EQ, chorus-

ing, velocity mapping...and thats only the
beginning! Wait ‘til you try the new additive

synthesis Sound Modeling Program™! NEW

2.2 SOFTWARE...for the Kurzweil MIDI-
BOARD! Version 2.2 adds Parameter #45-
Velocity Maps, and #46-Pressure Maps, dou-
bles the pressure update transmission rate to
50 per second, and provides even more MID/
enhancements. See your Kurzweil dealer. NEW
KURZWEIL 250 USER'S GUIDE...Hot off the
presses. Written by David Mash, Chairman of
the Music Synthesis Department at Berklee
College of Music, the 200-page Guide comes
from the musician’s point of view. “Were con-
tinuing to support all our products and our
users,” stated Bob Moog, Kurzweil Vice Presi-
dent of New Product Research. Ask your
Kurzweil dealer. KURZWEIL 250 IN RUS-
SIA...with Lyle Mays and The Pat Metheny
Group. Europe is next and then back to America.
Watch for their new album “Still Life (Talk-
ing)” due out in July. Should be great!
REPRISE. .. Kurzweil owners, let us know who
you are so we can send you bulletins and
updates. And tell us what you think about
Random Sampling. Write to: Kurzweil Music
Systems, Inc., 411 Waverley Oaks Road, Wal-
tham, MA 02154. Maybe we'll print your letter.
See you later!
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chemistry, where you can make artifi-
cial fibers by the process of synthesis.
The RCA was bulky. It used vacuum
tubes. It actually went three-quarters
around the room in racks from floor to
ceiling. And lots and lots of modules.
There were binary circuits in it, so 1
guess you could call itan analog com-
puter, but it was not primarily a com-
puter. It was the thing that gave Bob
Moog some ideas for incorporating
with his wonderful group of miniature
modules. It was reallya godsend when
it came along. It gave him the idea, 1
think, of putting it all together in one
place, in one box that could speak
interchangeably together. Because pri-
or to Bob's Moog, we had equipment
that did not communicate with one
another very easily. They were cranky.
They were meant for laboratories. They
were never meant for making music.”

Carlos began collaborating with
Moog around 1966, “hoping to devel-
op an electronic sound producer that
could validly be termed a musical
instrument.”

The resulting album, 1968's Switched-
On Bach, revolutionized the field and
stands as a manifesto for electronic
music. But as Carlos explains, her

Happy Tenth, Mix!

2|

In her home recording
environment.

teachers at Columbia had some reser-
vations about Moog's new contraption.

“Vladimir Ussachevsky warned Bob
that when he put that keyboard on the
synthesizer it would attract a lot of

WALKERS DDS

Series 80 Mixing Consoles

6850 35ih ME
Seattle 98115
(206) 5274371
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pianists and organists who really were
not sophisticated enough to use the
gear and would probably give electron-
ic music a whole different approach
from what it should, perhaps, be tak-
ing. Well, he was right. It really did
attract a lot of people who really don’t
have a temperament for being in the
field, who used it more as a fancy organ
than a device to create new sounds.
But at the same time it did make it very
convenient for people who were both
very technical and musicat and who
wanted to get into it but also wanted
the convenience of a keyboard.”

Cuarlos herself has always been in
that limbo realm of being both a scien-
tist and a musician, yet being ostra-
cized from both camps.

“At Columbia, we were looked upon
as being a group of crazies,” she re-
calls. “This synthesizer stuff was con-
sidered very far-fringed. It’s funny, be-
cause I've always considered myselfto
be sort of centrist, but here I was mixed
up with a group of people that was
way on the edge. . .past being avant
garde and all of that. Actually, the avant
garde thumbed their noses at us be-
cause they thought we were too tech-
nical to be considered musicians. And
the technical people had their preju-
dicestoo. We were sort of pigeonholed
off into one corner and forgotten.

“All my life 1 felt cursed because 1
was a scientist of sorts and I was a
musician of sorts, and I wanted to put
the two together. But it was never con-
sidered possible. It was really frustrat-
ing. For the longest time I felt very
isolated, very insulated. But now it’s
not only possible to combine the disci-
plines of music and science, it’s trendy,
it's hip. Now Fhave a lot of friends who
Italk to about new music and the new
technology. But that positive feeling is
more recent. [ guess it's an idea whose
time has come.”

In a brave new world of Fairlights
and Synclaviers and various other kinds
of digital sampling gear, Carlos is more
than content to stick with her GDS and
her Synergy, thank you. It’s not that she
has any moral, ethical objection to
sampling. She just doesn’t consider
these new pieces of hardware useful
for her purposes.

“The Fairlight and the Synclavier are
good for manipulating pre-existing
materials. They are very good musiguee
concrete devices but they're not very
good synthesizers. There was a French
school in the '40s which had the idea
of manipulating existing sound. And
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system features simultaneous 4 track recording with
28 dB of headroom, zero-stop/zero-play logic, peak hold level
indicators, Dolby B & C noise reduction and more. The mixing
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ve goodbye to one-color sound

he full-color sound of the ESQ-1 Digital Wave
Synthesizer makes other svnths sound . well
black and white by comparison.

After all. a broad pallette of sound is vour first criter-
ion for a synthesizer. And the major international
music magazines who've reviewed the ESQ-1 scem

to agree

‘The tone colors possible with 3 digital wave oscilla-
tors, - envelopes, -+ DCA's, 3 LFO's and 15 routable
modulation sources for cach ESQ-1 voice impressed
KEYBOARD magazine's Jim Aikin “The ESQ's voice
ofters far more than what vou'll find on a typical
synthesizer — even on some instruments costing twice
as much®.

In somewhat colorful comparative terms, Peter Mcenga-
ziol of GUITAR WORLD wrote, "“The ESQ-I's sound
combincs the flexibility and analog warmth of the
Obcrheim Matrix-6. the crisp ringing tonces of a DX-7,
the realism of a sampler, the lushness of a Korg
DW-8000 and polytimbral capacity of the Casio €717

There are hundreds of ESQ tone
colors available on cartridge,
cassette and disk. And
now, each ESQ-1
includes an
Ensoniq Voice-80
Program Cartridge.
Added to the 40
internal programs, that's
120 great keyboard, acous-
tic, electronic, percussive
and special effect sounds
right out of the box.

MUSIC TECHNOLOGY's Paul Wiffen had a great time
mixing colors with the ESQ-1's 32 on-board wave-
forms and 3 oscillators per voice. “After a few minutes
of twiddling, vou can discover that. for example, an
analog waveform can make the piano waveform sound
more authentic, or that a sampled bass waveform can
be the basis tor a great synth sound. Fascinating stuff!™
Even though its flexibility is unmatched in its class.
creating sounds on the ESQ-1 s simple and intuitive.
Mix a little blue hass with some bright red vocal and
pink noise and get a nice deep purple tone color.

But there's one color vou won't need a lot of to get
vour hands on an ESQ-1 — long green. The ESQ-1
retails for just $13950°S

‘There are sound librarian programs for the ESQ and
most persenal computers, so vou can save and sort
your creations quickly and casilv. If vou'd rather just
plug it in and play, there are hundreds of ESQ sounds
on ROM cartridges, cassettes and disks available from
Ensoniq and a host of others.

The casiest way to see the possibilities for voursclf is
to follow the wave to vour authorized Ensoniq dcaler
for a complete full-color demonstration

For more information and the name of vour nearest

Ensoniq dea'er call: 1-800-553-5151

ensoniq

ENSONIQ Corp. Dept X. 155 Great Valley Parkway. Maivern, PA 19355 1] Canada
6969 Trans Canadz Hwy Sude 123, St Laurent, Que H4T 1VB 1 ENSONIO Europe
BV, Dompein 1, 3532 JC Utrecht. Holland Austraha Etectnic Factory. 188 Plenty
Rd. Preston, Vic 3072

All quotes used by permission ESQ-1. Oberheim Matrix-6, iKorg and Casio are trademarks of ENSONIQ Corp. ECC Development Corp . Korg USA and Caso. Inc respectively
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then there was the German school that
had the idea of, ‘No, we will build
oscillators and devices that will make
brand new sounds.’ 1 guess 1 come
more from that second camp. My prej-
udice is definitely toward that idea of
making sounds from scratch.”

Though she acknowledges that the
Synclavier and Fairlight do allow the
user to create sounds by altering tim-
bres, she points out, “Those machines
do that only on a very primitive level.
I'm a snob on this. P'm very into it. It's
like if you spent an awful lot of time
becoming a fine oil painter, you'd
probably be alittle impatient with peo-
ple who show you pencil sketches.
The level of awareness you get tends
to spoil you for the simpler things in
life. I saw the Fairlight early on, when
it was still called a Quasar. I read a lot
of the literature, communicated with
the people. Syd Alonso [of New Eng-
land Digital] always wanted me to be-
come one of his people, but I just am
not interested that much in techno-
pop things where you do sampling of
existing sounds. Those are fine tools
on some levels. The Synclavier prints
out music beautifully, it stores and re-
trieves performances and lets you edit
and change things. It's a very large,
deluxe engine.

“When 1 first saw the Fairlight I was
struck by what a great learning tool it
is. Probably its best value, I think, is to
put it into schools and music conserva-
tories for students to sit down and
analyze sounds. But neither one of
these deluxe engines really has any
useful synthesizing ability, for me.
They're very primitive in that respect.
But the first instrument to come along
that I thought would do the job was
the GDS digital synthesizer. And I took
to it like a duck to water.”

Carlos met the creator of the GDS,
Hal Alles, back in 1977 when he was
working at Bell Laboratories. “I had
gone out there to meet him with Ra-
chel Elkind, who was my partner for a
great many years, and we saw his first
hig machine he made, which was later
given to Oberlin College. It was a wire-
wrapped affair, strictly a laboratory in-
strument, not really meant to be du-
rable. It was actually the first of six
synthesizers that Hal would create. As
he used to say, ‘The first one is always
horrible. The second one is only bad.
The third one is mediocre...." SO
each one was an improvement over
the previous one, and by the time he
got to number six he thought he knew

what he was doing. That’s when he
decided it might be something to ap-
proach a manufacturer about. So he
eventually sold the ideato asmall com-
pany based on Long Island called Mu-
sic Technology, Inc., which has since
gone belly-up. That first synthesizer
was the GDS and later on they did the
Synergy, which is more performance-
oriented. Both have the Hal Alles-
styled oscillator card which lets you
do an awful lot of things, more than
anything else commercially available
right now. But I guess I'm about the
only person who wanted to stick with
it because iC’s a hard-to-use instrument.
Learning the GDS and the Synergy is
like starting to learn to play the violin.
Eventually you can do very well with
it, but you have to stick with it.”

She adds, “The GDS was just per-
fect for me because 1 had wanted just
this kind of an instrument ever since
the '60s, when 1 was a student. If F had
this instrument then 1 don’t think 1
would've done Switched-On Bach. 1
don't think the whole path that I took,
interpreting the classics, would've
been necessary. I probably would've
gone off and started doing my own
music right away. But this tool only
came to be in the late '70s, early '80s.”

What Carlos particularly likes about
the GDS is its open accessto the “guts™
of the computer. “The DX7, for in-
stance, is a computer, but in designing
it they hid the computer. The Synergy
is a computer, too, but the computer is
hidden. For the GDS, they didn't hide
the computer. They just let itall sitout
there in front of you. It allows you to
play with. . .everything. You can ma-
nipulate each overtone, make one a
littte sharp, another a little flat, make
one a little louder another a little soft-
er. You can do any form of complex
FM phase modulation, amplitude
modulation, several wave forms. It's
very elaborate. And it doesn’t have the
arrogance that most machines have to-
day. You ask most synthesizers, ‘Hey,
can you do so and so?' and the implied
answer is, ‘No, you don't need that”
That's what most manufacturers seem
to be telling us today. And I hate that.
1'd rather have somebody say, ‘We put
an awful lot of stuffin here and 1 don’t
think half of it is ever going to be
useful, but tell me what you think’
That's great. The GDS is like that. It's
overbuilt like crazy. And that's really
great when you don’t know quite what
you're doing, when you're throwing
darts at a wall in the dark, hoping that

some will stick. I mean, you might as
well put more than you need into the
machine than to inadvertently say, “You
don't need that,” sort of dogmatically.
And that's why so many of the synthe-
sizer people are coming out with the
same sort of sounds, because there’s
not enough variability in it. I's because
the manufacturers drew the line and
said, ‘No, we won’'t make that open to
you. The DX7 is like that. How could
they have designed an instrumentand
not made it open architecture? Let the
user learn how to find patches, or
change them, or add 128 patches.
That's why 1 stick with my devices.
Everything’s open for trial and error.”

The GDS is similar in some respects
to the old Moog that stands in one
corner of Carlos' studio, in that the
user has control over the patches. But
as Carlos is quick to point out, “The
GDS is at least two orders of magnitude
more complicated than the Moog, With
that you might change 15 things at a
time, at most. Whereas, with the GDS,
very often you're changing as many as
1,500. That’s a ot more. That's why the
voices take a lot of time to build, but
it's also why they sound so realistic.
it's because you've got a very sharp
pencil point, so to speak. If you had a
housepainter's brush, could you do a
portrait of somebody? Probably only
vaguely. But if you had a very, very
sharp-pointed brush you could do a
very fine rendering right down to in-
dividual pores and hairs. That's what
the GDS is like for me.”

Carlos first began working with the
GDS on the Tron soundtrack. For that
project she blended real orchestral in-
struments with her GDS replicas of
orchestral instruments. For Digital
Moonscapes she built an entire repli-
cant orchestra on the GDS and played
the sounds on her two Synergy digital
synthesizers. That process of accurate-
ly replicating the richness of acoustic
instruments was, as she explains, an
exhaustive effort.

“Starting with 7ron, 1 began trying
to find out why the best sounds in
acoustic instruments sounded like
they did. Why is a Stradivarious such a
great sound? How about Steinway pi-
anos or the best Verne clarinets and
oboes? It makes you very, very moti-
vated to go in and start performing
brain surgery, so to speak, just tinker-
ing with these things and taking them
apart and trying to put together some-
thing that emulates or replicates what
they sound like. So ifyou can come up
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with that, you have the same thing that
the acoustic instrument does, in com-
puter terms, or in electronic terms.
That process of leaming to replicate
acoustic instruments took me three
years. Its like. .. what do they call it?
Woodshedding? 1 studied texthooks
that showed me the basic models of
things that people had done in the
past. T used that as a starting point. And
then by sitting down and being very
obstinate, I worked through note by
note, trying to get the sounds to match
what I remembered ofthe instruments.
I went out and found a few records
that had recordings of the instruments
of the orchestra, and I trained my ear
to remember those sounds. And I'd
compare my sounds to them, by ear. In
some cases | was very, very close, and
in other cases 1 was quite far. It was a
question of making a drawing by look

ing out at a scenery. [ think you learn
that kind of thing by sitting down and
doing it a lot. If you really spend a lot
of hours with your charcoals and pen

cils and watercolors, trying to dupli

cate what you see by eye, it becomes
pretty clear after some passing months
or years when you are finally starting
to get a grasp on how this is done.

Then you read about a few other peo-
ple and how they've done it and you
learn from their mistakes. You stand
on the shoulders of giants. In my case
itwas people like Herman Helmholtz,
whose book On The Sensations Of
Toneis a classic in the field. $o in the
search, you become part of a continu-
um. You try to get further and deeper
only because you come later in time
and you have the access to all of the
information that came before you, not
to mention the better tools, like the
GDS.™

After replicating the orchestral
sounds on Tron and Digital Moon
scapes with great success, Carlos de-
cidedto extrapolate from there on her
next project, Beauty In The Beast.

“Iwas able to build some very con-
vincing replicas on Digital Moonscapes

Just as Switched-On Buch was proof

that electronic music was indeed mu-
sic and not just noise, Moonscapeswas
proof that digital synthesis was very
sophisticated as a musical instrument,
finally. So after that project I thought,
‘Allright, the next record is going to be
the payoft.” And what I did for Beauty
In The Beast then was to take the basic
sounds of the orchestra and begin ex

trapolating into things like the wood

wind glockenspicl, the bowed tym-
pani, the percussive clarinet, the claro-
lin, which is an instrument that sounds
like a clarinet and a bass violin, or the
Enca, which sounds like a cross be

tween an English hornand a harmoni

ca. And these are hybrid instruments.
They have the properties of both. So
the sounds on Beanty grew out of the
traditionally rich sounds of the past. I
wanted to take a step in which all the
sounds were different and yet based
on what had come before. So it was a
learning step of making new timbres
that had never been heard before.”

Around the time that she was con
ceiving the project, Carlos got the
gadget from engineer Stoney Stockell
thatallowed her access to the frequen
¢y tables in the Synergy synthesizer.
Through more trial-and-error, she be
gan writing some computer programs
to retune the instruments to literally
any scale—some that existed, others
she invented.

“Itwas another detective story,” she
explains. “More of an adventure story
for me as a composer and a musician. I
just dug in, became very intuitive once

-CONTINUED ON PAGE 223
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by Craig Anderton

IBM:

WILL THE “M” STAND FOR MUSIC?

l

t the recent 5th International Confer-
ence on Music and Digital Technology
sponsored by the AES in Los Angeles,
the president of a company that enjoys
an excellent reputation for their IBM
PC software asked me, with a bit of
despair in his voice, what it would take
to get the IBM PC established as a
popular computer for music applica-
tions. I didn’t really have an answer at
the time, but his question stuck in my
mind. Several recent developments,
though, indicate that the PC may soon
become a bigger part of the musical
world.

In prehistoric times (about ten years
ago), the Apple I1 was the computer of
choice for music. When the Macintosh
came along, not only did it attract a
significant number of existing Apple 11
fans, but its friendly point-and-click,
mouse-oriented interface deflated com-
puterphobia in even the most right-
brain oriented musicians. For several
years now, the Mac has been probably
the most popular computer for mid- to
high-end music applications.

The low end of the market has been
pretty much the province of the Com-
modore 64, and here lies an interest-
ing lesson for fans of the PC. The C-64
made an impact because of low cost,
sheer numbers (there are about five
million C-64s out there—quite an at-
tractive user base for software devel-
opers), and the coup de grace: a built-
in synthesizer. Sure, it's not a DX7 or
anything, but with the C-64’s SID chip
it's possible to make music, eventhree-
part harmonies, without MIDI inter-
faces or other peripherals.

When the PC came out, it had three
main features going for it—the letters
I-B-M. Technologically, it didn't really
offer anything that hadn’t already been
offered in computers made by other
companies. Economically, it was not
any more cost-effective thana number

of other machines that existed at the
time. A lot of people didn't like the
keyboard, nor the low-capacity disks.
And music? Well, without outboard
gear, you couldnt do much more than
make sound effects suitable fora Space
Invaders game.

When Roland introduced the MPU-
401 for the PC, music software started

Now, in a surprise move,
IBM itself has decided to
put its clout behind the
PC as a music machine
with the introduction of
their Music Feature.

to pick up momentum. And when Voy-
etra introduced Sequencer Plus, one
of the first truly pro-level sequencers,
it was just in time to catch the first
tentative wave of IBM-compatible ma
chines. Still, musicians were waiting
fora computer that felt artistic and fun
rather than business-like, and when
the Mac arrived, it answered those
needs. It didn't take long for the Mac
to become firmly entrenched as the
“artist’s computer.”

Meanwhile, the PC was all but en-
trenched as the engineering and busi-
ness computer. Then a funny thing
happened: these PC users heard about
some new music standard called MIDI,
and became intrigued with the idea of
using their computers for something
other than spreadsheets, word proces-
sors, and databases. And when the
wave of inexpensive IBM clones start-
ed hitting the country in full force,
musicians suddenly had the option to
buy a computer that was less costly
than a Mac but had decent music soft-
ware support and could run a zillion
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other programs to boot. Still, it seemed
that the average musician just didn't
associate “IBM” with “music.”

Now, in a surprise move, IBM itself
has decided to put its clout behind the
PC as a music machine with the intro-
duction oftheir Music Feature. Basical-
ly an FBO1 on a card with a MIDI inter-
face, preamp, headphone outputs, and
some other bells and whistles, this op-
tion delivers a lot of musical power for
under $500 list. While some pros
would not consider this sufficient mo-
tivation to buy a PC, consider that this
is conceptually very much like adding

asuper-SID chip towhat is, at present,
a relatively inexpensive machine. The
result might well be that the Music
Feature will indeed bring “MIDI to the
masses.” For about the same cost as an
inexpensive synthesizer, an IBM PC
owner can get into computerized mu-
sic, FM synthesis, sequencing, and all
those other computer music applica-
tions. (It's also worth noting that Ya-
maha’s association with IBM gives Big
Blue the music product expertise they
would otherwise lack.) Thankfully
(some would say miraculously) IBM
went with the existing MIDI specifica-
tion rather than come up with their
own, proprietary standard. However,
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their card is not MPU-401 compati-
ble—a regrettable move, considering
the amount of MPU-401 compatible
software that has already been written
for the PC.

So the PC now has several things
going for it: sheer numbers, price
(clones are a bargain these days), and
an easy-to-add, surprisingly capable
music option. Several companies (Ya-
maha, Passport, Electronic Arts, Elec-
tronic Courseware Systems, Dr. T's, and
Magnetic Music among others) have
already committed to providing soft-
ware for the Music Feature, which pre-
sumably will have been announced at
the summer NAMM show by the time
you read this.

Who are the winners and losers in
all of this? Apple will lose little if any-
thing. The Mac has its niche, and devel-
opers are already salivating at the pros-
pect of writing software for the Mac I1.
But the Atari ST and Amiga 500 now
face some serious musical competi-
tion. The ST has always offered low
price coupled with power as its main
attraction; but IBM clones offer an
equally low price and a huge choice of
software and peripherals, with the only
tradeoft being the lack of a graphics-
oriented interface and the power as-
sociated with 68000-based machines.
(Granted this isn'ta trivial tradeoff, but
i's mostly ofacademic interest to those
who regard their computers more as
appliances for doing spreadsheets and
such—ever tried to process words with
a mouse-dependent software pack-
age?) The Amiga 500 is positioned
squarely against the ST and is subject
to the same competitive pressures.

Which brings us full circle to the
question, “What will it take to make
the IBM PC a desirable choice in the
mind of the musician looking for a
computer?” The answer is price and
numbers. The clones have taken care
of the price, and the Music Feature will
make it easy forall those PC owners to
get involved with MIDIfied music. If
this spurs software companies to sup-
port the PC in ever-increasing num-
bers, we can similarly expect an in-
creasing number of musicians to think
of the PC as a musician’s computer.ll

Craig Anderton is the editor of our sister
publication Electronic Musician, and is
Quitarist/keyboardist for the synth band
Transmitter, as well as author of numer-
ous books and articles for MIDI users.
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C A R L O S
SANTANA

ITWO DECADES ON TOUR
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BLATIR

The Iron Curtain—It’s 3 a.m. as the
Santana tour bus pulls up at some God-
forsaken checkpoint on the Hungarian
border. Still recovering from a show in
Graz, Austria, a few hours earlier, every-
one is rudely awakened by the Soviet-
style guards who clump on board, guns
at the ready, to check visas and pass-
ports.

Their breath visible in the chilly
night air, these young, grim-faced sol-
diers look even more wiped out than
the musicians, as they suspiciously ex
amine papers. Suddenly it dawns on
one of the youngest soldiers that far
from carrying another load of curious
tourists, the bus is temporary home to
one of rock’s most famous guitarists.

“Car-los Santana!” he beams. “Ze
rock and roll!” And a second later, in a
perfect display of glasnost, the guard is
back out on the tarmac and moonwalk-
ing better than Michael Jackson. It's a
truly surreal moment, captured on vid-
eo by the band as we all applaud wildly
and drive off into the night towards
the next gig in Budapest.

“Man, that was something,” smiles
Carlos Santana. “You see the power of
music?”

The following night's show at the
giant MTK Stadium is even more extra-
ordinary. A capacity crowd of 35,000
rock-starved fans stand in the icy rain
as Santana leads his band through a
three-hour set that mixes such classic
cuts as “Oye Como Va” and “Black
Magic Woman” with “Vera Cruz,” the
first single from the group’s latest al-
bum, Freedom.

The aptly named LP—Santana’s 21st—
is also the title for this, the group’s
tenth international tour, that is winding
up its European and Mid-Eastern legs
after taking in such diverse locales as
Helsinki, Jerusalem, East Berlin and
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now Budapest, before attacking the
U.S. this summer.

In fact, after 20 years together, San
tana has sold more records and concert
tickets internationally than any other
band. And with a current lineup that
boasts a wide range of nationalities
and ages, it’s no wonder that Carlos
Santana proudly introduces his musi-
cians as “The World Band from the
Americas.”

Back in the warmth of his dresssing
room after the Budapest concert the
guitarist ponders life on the road after
two decades, and the problems in-
volved in getting the famous Santana
sound across to audiences around the
world. Additional insights are provided
by the band's chief sound engineer,
Kevin Sims.

Mix: What have been the tour high-
lights so far?

Santana: Definitely the Iron Curtain
countries, East Germany and Hungary,
where fans will stand in snow if neces
sary to hear a concert.

Mix: Any problems in those places?
Santana: None at all. We were invited
by the governments, and they’ve been

“l never identified with
personalities like
Elvis. | always identi-
fied with musicians,
like B.B. King and
Miles Davis.”

very cooperative. The only restriction
was “Don’t smoke on stage.” Other
wise they've been very open.

Mix: What was the idea behind the
“Freedom” title?

Santana: Freedom from all catego
ries and politics. For instance, my par-
ents, who're Mexican, are very nation-
alistic, but I'm not. 1 have no alle
giance to flags or countries. It’s really
about music being above all such
considerations.

Mix: Back in America, you seem equal
ly aloof from trends or local scenes.
Santana: You're right. For a long time
I never felt part of the “San Francisco
thing,” and I didn’t getalong with oth-
er bands like the Grateful Dead. I never

saw myself as part of that scene. But it’s
changing. Perhaps I'm mellowing out
in my old age.

Mix: When you started the band, did
you ever think you'd still be playing
and touring some 20 years later?

Santana: Sure, ‘cause 1 never identi-
fied with personalities like Elvis. 1 al
ways identified with musicians, like
B.B. King or Miles Davis. And when
you're a musician, it doesn’t matter
where youare, as long as you can play.
You don’t have to always headline Mad-
ison Square Garden or whatever.

Mix: How has the music business
changed since the mid-"60s?
Santana: It was always a tug-of war
between art and commerce, but it’s
become much more business now. Mu
sically, there's probably more variety
now, but there’s still a big percentage
of shit out there. Hey, Night Ranger
and Bon Jovi couldn’t swing their way
out of a paper bag.

Mix: What about radio?

Santana: Well, we don't really get
airplay in the U.S. and that's cause we
can’t be categorized. There’s Latin,
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there's jazz, there's rock, there’s
blues—but radio can’t handle all that
in one group. They want it neatly
packaged. Radio’s very different in
Europe, though. In Hungary, you hear
classical music followed by Prince.
And in Britain, you hear all types of
formats on the same station, so there’s
far more cross-fertilization. 1t’s a lot
healthier to me.

Mix: The Freedom 1P was delayed
quite a while. Why?

Santana: Basically because we had a
few problems with CBS, so we had to
re-cut several tracks, as they couldn’t
“hear the hits.” [He makes a face.] So
they blocked it. Man, I told 'em, “I
can't believe we’re the midgets and
radio directors are the giants now!”

Mix: Over the years, the band has had
over 30 different lineups.

Santana: Yeah, and it’s been a bless
ing to have that revolving door. It al
lows Santana to keep evolving,

Mix: The current nine-man lineup is
certainly more compact than some in

carnations of the band, but it must still
present considerable sound problems,
both live and in the studio.

Santana: You're not kidding! Like you
say, this version is relatively stream

lined. In the past, we've had as many
as 18 players, and it can get too crowd-
ed-—there's just too much going on,
especially when you have, say, three
keyboards, which we used a couple of
years ago. With all the MIDI technol-
ogy, one guy like Chester Thompson
can do it all today. But Santana has
always had a core of players, both
young and old, which 1 feel is also
unique. And there’s all nationalities
represented too. Conga player Ar

mando Peraza is 73 now, Cuban, and
has been with me since 1972. On the
other hand, Raul Rekow who also plays
congas, is only 30, and has been with
me for 11 years. The group inspires a
lot of loyalty. Buddy Miles, who 1
worked with back in '72, has now
joined, and Alex Ligertwood is back
again—he’s Scottish. Then we have an
English drummer, Graham Lear, and
an American bassist, Alphonso John

son, who's played with everyone from
Weather Report to Woody Herman. It's
pretty eclectic, and I'm very proud of
that fact.

Mix: How do you go about capturing
the live impact of the band on record?

The staft from
sound on sound recording

extend their best wishes
and many thanks to
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The Sound
Heard 'Round
the World

A very wet and cold Kevin Sims,
Santana’s sound engineer, ex-
plained some of the audio prob-
lems facing him and his crew at the
other end of the venues.

Mix: What are the major considera-
tions facing you every time you ar-
rive at a fresh gig on the road?

Sims: Well, right off the top, no
matter what venue you're setting
up at, you've got to deal with the
fact that Santana isn’t your typical
four-piece rock and roll outfit. If
anything, it's primarily a conga
band, with heavy Latin and African
influences. Then on top of that
structure, you've got all the other
types of music that have been
added over the years—everything
from jazz to blues, R&B and rock.
Soyou've got a lot of performers up
there on stage, each with his own
definite style and sound, and a big

percussion line that all need to be
heard individually and together.
There are always problems keep-
ing Armando’s congas separate from
Raul’s, and their sound separate
from the bass, etc. The single most
important thing in doing Santana’s
sound is the need to always keep
the big picture, the overall spread,
clean and crisp.

Mix: What about the difference in
venues? How do you go about get-
ting the best results when some-
times there’s not even enough time
for a proper soundcheck?

Sims: Good question! It’s really a
matter of balancing judgement and
experience with a certain amount
of sheer guesswork. There are sim-
ply so many variables involved,
from the weather, if it’s an outdoor
gig, to the type of hall and size of
audience. For instance, we played
the show in Graz, Austria, in an
ice-hockey stadium which was in-
credibly loud and full of reverb. So
I'had to hold back all of the lower
end. In the crossovers themselves,
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I reduced everything from 200 cy-
cles down and cut it all out. Con-
sequently, the drum sound proba-
bly suffered slightly, but there
wasn’t a lot else you could do.

Mix: Does it take a while for the
sound to settle down?

Sims: Sure. The first two or three
numbers are always tricky. But then
there are also songs like “Oye Como
Va” and “Gypsy Queen” which have
certain points you can always cling
to, because they always sound the
same in terms of the arrangement.
They're like life rafts in the really
tough situations! In Graz, because
ofthe echo of the rink, I also had to
reduce the entire mid frequencies
from 200 to 1,600 cycles, and even
with a full house, the audience
didn’t soak up all the delay.

Mix: At least that was indoors and
dry. What about Budapest?

Sims: Horrendous, from the point
of sound. We had no time for a
sound check, and it was also very
windy in addition to the rain, which

Santana: One thing I really like to do
is just get everyone in the studio and
play the tracks live, man. That way, if
it's cooking, you keep the feel. But you
really need an engineer who knows
the band and the music well. For the
Freedom album, T wanted to work
with Jim Gaines again, but Steve Perry
kept hogging him for about a year, so |
could only get him in between those
sessions. Then there was all the tour-
ing that we were doing, so that's an-
other reason it took so long to com

plete. Plus the fact that we actually
ended up cutting over 20 tracks—and
most of them were done in one take.
What uses up all the time with this
band is overdubbing all the extras, like
percussion. That's very tricky. Anyway,
we used Jim Gaines, who really knows
my sound and how to get it quickly,
along with some other engineers, Jim
Scott, Bib Missbach and Maureen
Droney.

Mix: Where was the album recorded?
Santana: It was all cut and mixed at
The Plant Studios in Sausalito. And we
used Studio B primarily, with some
stuff being cut in C, and two songs,
“Victim of Circumstance” and “Man-



caused even more problems, both
on stage and out in the stadium
trying to monitor the sound. Every-
thing was covered in plastic, even
on stage, and Kevin Chisholm,
who's in charge of the stage moni-
tors, was also reduced to peering
through a little slit to see what was
happening.

Mix: Do you always use all your
own PA. system?

Sims: No, and that made the Buda-
pest show even more difficult. Be-
cause of the size of the stadium, we
were also using half of a system,
brought in specially, that we'd nev-
er seen before. As it tumed out, it
was a Martin design that's been
around for quite a while. It's hom-
loaded, very efficient and fairly com-
pact, with a lot of “throw” which is
great for outdoor venues. But many
bands, Santana included, are now
going for more hi-fi systems such as
Clair Brothers, Audio Analysts and
Showco. So we then had the prob-
lem of mixing an old Martin-design
rental system with our Showco sys-

dela,” in D. It was then mastered by
Bob Ludwig at Masterdisk in New York.

Mix: How do you go about getting the
raw material organized?

Santana: Well, Chester, who co-pro-
duced with me, and linitially bounced
ideas off each other, and then we’d
tape the jams, take the cassette to the
studio, and start working on arrange-
ments with the rest of the band. And
I'd either get the whole group in and
play for the dynamics, or I'd get the
basic track down first and then start
overdubbing. It all depends on the
song and what suits it.

Mix: Have your recording methods
changed much over the years?

Santana: Yeah. I've experimented
quite a lot with sounds and new equip-
ment, and I gradually assimilate and
use what works best for me. Some-
times I'll put down a sequencer track
first and build from that, and then add
Graham on real drums. It all depends.

Mix: Do you think of yourself as a
tech-head?

Santana: Not really. I'm really more of
an instinctive, straight-ahead musician

tem. You must remember, of course,
that all musicians are also used to a
certain sound, so what I've been
doing is placing the rental PA. cabi-
nets outside our own equipment.
For instance, in Budapest, our
Showco equipment probably cov-
ered 60% of the stadium, while the
rental took care of the rest. But al-
though there were terrible prob-
lems with the weather and thus no
soundcheck, the Budapest stadium
had great acoustics for an outside
venue, with no slap coming back
and a very direct sound. And many
times you have phasing problems
when combining your own PA. with
rental systems, but not this time.
For most of the tour, we've been
able to just use our own system,
because generally our touring PA.
equipment can handle up to a
14,000-seat gig, indoors or out-
doors. Butabove that figure it’s real-
ly pushingita little, sowe augment-
ed where necessary. For instance,
the Paris gigs were over 18,000, so
we combined the Showco with a
rented Audio Analysts system we

got locally. We basically added a
center cluster, and it worked out

great.

Mix: What was the most problema-
tic venue in terms of sound?
Sims: I'd have to say Jerusalem,
without a doubt. In fact, the sound
sucked, but there was really nothing
you could do about it at all. For a
start, we didn't have anyof our own
PA. system there, just the band gear.
That’s because import costs are so
prohibitive, and there are a lot of
hassles involved. It's the same thing
if you play in Latin America or Rus-
sia. Anyhow, the promoters told us
that we'd be using some original
Pink Floyd PA. equipment that
they'd allegedly left there—very pe-
culiar. Basically, the results were aw-
ful. Very loud, but awful. That show
was really the low-point of the en-
tire tour for me.

Mix: What have been the high
points so far?

Sims: All the shows at the London
Hammersmith, the ones in Munich,

used equipment
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and Versay stadium in Paris. Each
one had really excellent sound
Really, anywhere in the civilized
world like that you're going to get
great sound. But once you hit some
ofthese out-of the way places in the
Mid-East or South America, you're
going to get big problems. It’s the
nature of the beast

Mix: Finally, does Carlos dictate
pretty much what he wants to get
across, or do you have a fairly free
hand in designing the sound?
Sims: Well, Carlos has his unique
sound, and naturally that's what he
wants to hear—and it’s what peo-
ple come to hear. But it's remarka.
bly straight-ahead, with very few ef
fects and tricks. The man just gets
up there and plays. Really, he gives
me a free hand with effects, and |
can just experiment. If he doesn't
like it he'll tell me, and then I'll
modify it or whatever. But basically
he just leaves me alone to try out
ideas and get on with the job at
hand. It's a great arrangement.
—by Iain Blair

“] try to keep it

simple, so | use

very few effects
and pedals.”

and producer. To be honest, I like as
litte make-up as possible —nothing to
chutter the sound. My basic aim is to
always get that unique sound that can
be recognized even after hearing just
three notes. And it ain’t easy!

Mix: So how do you get your distine
tive sound? What's your secret?
Santana: No secrets, man. Like I said,
I try and keep it simple, so I use very
few effects or pedals, either live or in
the studio. T use two BOSS choruses
and two BOSS digital delay units, and
apart from some occasional use of the
Mutron wah-wah and my Yamaha oc
tave divider, that's it

Mix: What's your live equipment
setup?

* Full service 24+ and 16-track
recording

* Southwest’s largest collection
of vintage tube microphones

* Video and audio
synchronization

* Large selection of outboard
gear

* Digital 2-track recording

* Complete MIDI facility with

Brad McQuiddy and Jonathan Cluts

are proud to announce the opening of their

Recording Studios

1701 North Market Street * Suite 203
Dallas, Texas * 75202 « 214-699-5333

staff engineer/programmer

* Over 90 channels of MIDI
equipment

* Custom computer consulting

* Large selection of musical
instruments

* Music libraries

* Professional, creative
atmosphere
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Santana: | basically use three Paul
Reid Smith guitars which I play with
these big picks shaped like tortilla
chips. I've actually got about 25 to 30
guitars, but these are the ones [ use
live, along with a Yamaha. The first
thing I ever do when I get any new
guitar is to change all the pickups, but
old guitars [ never alter.

Mix: What about amps?

Santana: To get my sound, I use
Boogie amps, with most settings
around 7. Trarely open “em all the way
up, although it depends on the size of
the venue. Specifically, I use an old ‘73
Boogie Mk I with a single 12-inch
miked cabinet for that stinging lead
sound, and a 73 Boogie 300 with E-V
speakers for that clear, clean sound.
And when Fwant the real rock and roll
crunch sound on heavy chording, 1
switch to a Marshall JCM 800 stack with
an extension cabinet. The rest is in the
playing.

Mix: In terms of other guitarists, who
do you like?

Santana: | love anyone with a distine
tive sound, guys like Andy Summers
and Robert Fripp. Even though they
get copied a lot, they still sound
unique to me. I also like Sammy Ha
gar's sound, believe it or not, and Hi
ram Bullock, although he’s beginning
to sound a bitsamey to me these days,
And 1 still Jove Erie Clapton. Man, 1
went to see him recently, and he just
blew me away. He's playing better than
ever, although he went through a kind
of rough patch a few years back. The
thing is, he's willing to take chances,
which most players aren’t. They all
want to play it safe and sound like
every other player around.

I mean, look at a player like Neal
Schon, who was in one of the early
versions of the band. He's a great gui
tarist, but now he's got this huge rack
of effects and he’s sounding exactly
like every other session player with
the same setup. That's the great prob
lem for every player—how to find your
own sound and voice, and step away
from all the influences and ideas that
have shaped you and say it in your
own language. 1 always remember
what Miles Davis used to say to John
Mclaughlin—"You gotta play guitar
like you don’t know how, every time.”
And he’s right. It's a matter of shed
ding your skins. After ten, 20 minutes,
you stop sounding a bit like B.B,, or
Eric, orwhoever, and you find yourself.
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Mix: Who doyou listen to these days?
Santana: Miles, Coltrane, Otis Rush,
Prince—really anyone with a vision.

Mix: What about producers and en-
gineers. Who do you like?

Santana: Well, I love Bill Szymczyk,
who worked with The Eagles, and I
like Keith Olson. L actually did a whole
album with Keith around '81, but it
never came out. It just sounded too
white, too mid-American for me. [He
laughs.] But the guy’s good. Overall, I
think Jim Gaines is still my number
one choice, though. He’s fast and he
gets my sound. He produced the new
Neville Brothers album, Uptown, and
he called me up to guest solo on this
track, “Forever.” So I went in, got my
sound, and told the engineer to keep
the studio door open to get all the
tones and the highs and lows of the
overtones. We did the whole thing in
under 20 minutes. That’s how I like to
work with Santana—keep it fast, keep
it moving.

Mix: It's your band. Are you a dictator?
Santana: Not at all. It's a team, and |
don’t need to hog the limelight. In
fact, I've never fired anyone. By the
time I decide, they've already quit or
disappeared. The truth is, the only per-
son who ever got fired from the band
was me.

Mix: What happened?

Santana: It was just after the third
album. There was a really bad scene
surrounding the band in those days,
man. A lot of drugs, a lot of pimps. I
wanted to fire our manager at the time
and there were big arguments. In the
end, they fired me. But after three days,
they called up, and we re-organized.

Mix: After your early success, you kept
a pretty low profile for most of the
"70s, at least in terms oOf press.
Santana: Yeah, 1 didn't talk much
‘cause after my involvment with Sri
Chinmoy the press got very cynical
towards me—you know, I had no sex
or drug scandals. But I guess I also got
a lile weird and humorless around
that time too. That’s a danger of get-
ting too spiritual, maybe.

Mix: After following the guru for a
decade, you left him in 1981.

Santana: Yeah, [ got very disillusioned
in the end. He certainly helped me a
lot in certain ways, but it’s all a power
trip, just like the PTLthing today. Gurus

love to convince their disciples that if
you leave them, you'll drown in a sea
of ignorance. But it’s just not true. It
took me a while to find out, though.

Mix: During that period you released
several album collaborations, such as
HWuminations with Alice Coltrane and
Love Devotion and Surrender with
John McLaughlin. Any more solo
plans?

Santana: I'd love 10 do something
with Jimmy Page. We talked about it,
but nothing’s happened so far. I'd also
like to work with Stewart Copeland
and Jimmy Cliff. And Paul McCartney.
We'd work well together, I feel. I'd get
him back to his street roots.

Mix: You've also worked on the sound-
track for the upcoming film about
Ritchie Valens, La Bamba.

Santana: | don't usually get involved
in “Hollywood™—type phoney-balo-
ney stuff, but my wife forced me to
read the script and I couldn’t put it
down, so I thought “Why not?” It's a
great story, and I really think if Valens
had lived, he’d have been the father of
alot of the punk and heavy metal stuff
that happened later. I'm pretty happy
with the results, and I think [director])
Taylor Hackford has done a great job.
I'm looking forward to seeing it.

Mix: What else is in the future for you?
Any unfulfilled ambitions?

Santana: I'd love to go back and play
Mexico, except that the last time [ was
there, in '85, I was really attacked by
the press for becoming an American
citizen and “selling out.” But they’re
still musically so locked up in the '60s.
They need to open up. And the last
time I played there was back in 1973,
‘cause your equipment always get stol

en. Don’t get me wrong, man, 1 love
the people, but not the promoters.
You can't find an honest one.

Mix: This 20th anniversary tour will
last almost six months. Any plans to
ever retire from touring?

Santana: No man. Look at Eubie Blake
inawheelchair. I feel the same way. As
long as you can wheel me out there, |
don’t care. I'll just keep playing. W
“Count” lain Blair, British writer, mu-
sician, and author, was an original
cast member of theRocky Horror Show
and the film version for 20th Century
Fox. He's currently writing screenplays
in Los Angeles.

Congratulations Mix!
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NANCI
GRIFFITH:
COUNTRY-
FOLK THE
HARD WAY

bLHoll_y Gleason

Armed with a high, pure

voice and an acoustic
guitar, Nanci Griffith could
well be the perfect prairie
home companion. Her
songs, intricate miniatures
of everyday life, have all
the charm of a Currier and
Ives print.

“I'm just terribly
infatuated with the middle
class,” Griffith explains in
a soft Texas drawl. “I think
their lives, just common
family lives and the normal
simplicity of everyday life,
are so complex. They're
lovely people as well and

THE FAR SIDE

to me, each individual
walking around is a small
novel.”

Griffith is a product of
folk music’s journeyman
tradition. Having released
four independent
atbums— Poet in My
Window, There's a Light
Beyond These Woods,
Once in a Very Blue Moon
and Last of the True
Believers (the lauer
earning Griffith a Grammy
nomination in this year’s
new Contemporary Folk
category)—she honed her
craft on the coffee-house-
and-folk-festival circuit and
the occasional honky-tonk.

With Lowe Star State of
Mind, Griffith’s debut for
MCA Nashville, the sweet
singing songwriter ups the
ante considerably as she
makes a more directed
play for those honky-tonk
dwellers. Though it’s rare

By GARY LARSON

@15 twist again, like \
we did /an‘ Summer.. = )

for country and folk music
to share anything more
than roots, Griffith may be
the exception to the rule;
after all, her tastes never
have been mutually
exclusive.

“I'm a country-fotk
singer,” she says flatly and
firmly. “When I look in the
mirror | see someone
who's a borderline country
performer and someone
who's a borderline fotk
performer. For me, the two
have always complement
ed each other.”

No doubt because
Griffith cut her performing
teeth in a series of Lone
Star barrooms at the tender
age of 14, parents by her
side. These two disparate
elements—strong family
support and the thrill of
life’s wild side—combine
to lend Griffith’s songs a
pungent sense of reality to
temper their strong sense
of values.

“Love at the Five and

Nanci Griffith: “Each
individual walking
around is a small novel.”

Dime,” a Griffith-penned
Top 5 country single for
Kathy Mattea, deals with
infidelity and late-night
barrooms, but is more a
tender tale of love
conquering all. Indeed,
Griffith’s songs are
populated with a varying
cast of characters, ranging
from the middle class
black couple who have
their pride and each other
n “Mary and Omie” (from
Very Blue Moon), the
streetwise lady of the night
in “Lookin’ For The Time
(Working Girl)” (from
True Believers) and the
industrious mother who
shakes off a husband to
build a far better life in
“Ford Econoline” (Lone
Star).

And along the way,
Griffith has developed the
vocal characteristics to

-CONTINUED ON PAGE 214

K. D. LANG
FILLS A VOID
IN COUNTRY

by Holly Gleason

“If someone had told me |
was listening to country
music I'd’ve told them,
Tm not!” " says K.D. Lang.
“I toved ‘Silver Threads
and Golden Needles’ by
Linda Ronstadt—1 just
didn’t think of it as coun-
try. To me, country music
was Tammy Wynette and
George Jones. 1 just didn't
understand the
distinction.”

Though Lang’s music is
most certainly country, her
debut album, Angel with a
Lariat, already has her
tagged as country’s answer
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to Cyndi Lauper. But Lang
is no kewpie doll; she’s a
big-voiced 25-year-old
intent upon finding a place
in country music that she
can call her own.

The question remains,
though, whether country
music is ready for K.D.
Lang — especially given
the chilly reception radio

gave to her first single, a
remake of Lynn Anderson’s
“Rose Garden.”

“I knew it wasn't going
to be easy for me in terms
of straight-ahead country
music,” Lang allows. “My
goal isn’t making country
music to sell only to a
—CONTINUED ON PAGE 215

-spurn the group for his

LOU
GRAMM’S
FOREIGNER
RELATIONS

by Roy Trakin
Lou Gramm is not a happy
chappy. After more than a
decade as lead singer in
the mega-successful, plati-
num supergroup Foreigner
under the thumb of band
founder Mick Jones, the
34-year-old Rochester, NY,
native has declared his
independence with a solo
LP, Ready or Not, and the
hit single “Midnight Blue.”
His success has fueled
speculation the hard
rocking vocalist is ready to

own solo career, though

Foreigner management phone, pipe organ, and recorders, tablas and per

now insists Gramm and full orchestra for which he  cussion, all played by

Jones have agreed to keep composed and conducted.  Jarrett.

the group together—at His most recent recording, Above all else, Jarrett is

least for the time being. Spirits, contains almost no  an explorer, channeling
_CONTINUED ON PAGE 216 piano, but lots of flutes, CONTINUED ON PAGE 219

THE SPIRITS . o Kelth Jarreft
OF KEITH "
JARRETT

_ly__]ohn_Dilibert_o_ .

As | pulled into the drive-
way in Oxford, New Jersey,
the sounds of a cornet drift-§
ed out through the wood-
ed yard of pianist Keith Jar-
rett. This might seem
surprising to most of us
who think of Keith Jarrett
as the virtuoso solo pianist
and jazz artist who almost
single-handedly launched
the solo piano craze of the
1980s with The Koln Con
cert and Solo Concerts:
Bremen & Lausanne. But
Jarrett's recording and per
forming career has also
included soprano saxo-
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SEQUENCER PRESENTLY AVAILABLE
OFFERS YOU THIS MUCH FLEXIBILITY!
Suggested Retail Price...$349.00
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SynthWorks DX/TX

An Editor/Librarian for the DX-7, DX-7)l, TX-7 and
TF-1 synthesizers, designed to allow complete
control over your sounds and their bank arrange-
ments In a unique easy-to-understand and user-
friendly environment. Also provides random voice
creation, random variations of voices and
voice-combining of upto 32 sounds. Stores groups
of banks for simultaneous loading of multiple
modules (TX-816 rack). Future models of Synth-
Works will be available for the Yamaha FB-01

and TX-81Z, Ensoniq ESQ-1, and Roland D-50
Suggested Retail Price...$259.00

POWER TOOLS TO FACILITATE THE
COMPOSITION & WRITING OF MUSIC

The ATARI ST computer is on its way to becoming THE MUSICIAN'S COMPUTER,
providing powerful control over all your MIDI equipment. Steinberg Software brings
out the potential of the ST and puts it in your hands.

“Denotes features exclusive to Pro-24 21

MasterScore

Converts files from the PRO-24 2.0 to music
notation. Highly flexible user-interface provides
control of overall display similar to ‘drawing’
program. Prints out on Dot-Matrix printers and
LaserWriters. Suggested Reail Price...$350.00

SoundWorks Wave Display

SoundWorks S900

Visual sampler-editing system for the AKAI S300
pro sampler. Displays upto 3 sample waveforms
simultaneously. Sample collages can be made by
merging files. Provides cross-fade looping, and
visual control of S300 parameters.

Suggested Retail Price...$350.00

SoundWorks Mirage

Visual sampler-editing system for the ENSONIQ
MIRAGE. Intellegent user-interface provides visual
display and control of all Mirage parameters
including preset parameters, wavesample editing,
MASOS, and looping functions

Suggested Retail Price...$350.00

SoundWorks E-Max/
Prophet 2000

Future visual sampler-editing systems include
programs for the E-mu E-Max and the Prophet
2000/2002/440. Suggested Retail Price...$350.00

Prices subject to change without notice

FB-01. TX-81Z, DX-7, TX-7 TF-1 and OX713 are
all trademarks of YAMAHA CORP_ INT'L

Prophet 2000/2002/440 are all trademarks of SCI

E-Max is a trademark of E-MU SYSTEMS. INC

ST is a trademark of ATARI CORP

$900 1s a trademark of AKAI CORP.

MIRAGE 15 a trademark of ENSONIQ CORP
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-FROM PAGF 212, GRIFFITH

make each of her character songs be

lievable, be it soft and sweet (“Love at
the Five and Dime"), feisty and gut

tural (“Ford Econoline,” “Working
Girl") or hushed (“More Than A Whis-
per” from True Believers). As she says,
“It comes from having to be able to
communicate in crowded bars, know-
ing people aren’t going to hear all the
words. You've got to put a lot across in
your tones and the rhythms of your
phrasing. It's something I learned from
necessity."”

Griffith managed to overwhelm
MCA’s senior vice president of A&R
Tony Brown. As the man who'd be-
come her co-producer recalled of first
seeing the cotton dress and anklet-
sporting songstress, “When | went to
see her, I was just star struck. It was like
the first time I saw Dolly or Emmylou.
Her music just engulfed me—it was
50-0-0 good! It took me three times
seeing her before I finally realized
what an incredible performer and writ
er she is.”

But can Nanci Griffith find happi-
ness in the far more produced world
of country music? Granted her folk
albums boasted players like Everly
Brothers veteran guitarist Philip Don-
nelly and superpickers like Mark
O’Connor (fiddle/mandolin/man-
dola), Roy Huskey Jr. (upright bass)
and Bela Fleck (banjo); but what hap
pens when the major label gets in
volved?

“Working with Tony was just as won-
derful as working with Jim Rooney as
co-producer,” Griffith enthuses about
her major-label relationship. “I like to
record together as a band—getting
everybody’s input and energy, just go-
ing wild with that energy in the studio.
In that respect, there were no changes.

“We added Russ Kunkel on drums
and John Jarvis on keyboards which
was very nice. But we were all inthere
recording together with very few over
dubs. And for me, vocal overdubs are
absolutely taboo—I'd rather sing live,
even if I miss somethinga little bit and
have that feel and emotion and phras
ing, looking from band member to
band member, smiling.”

While Griffith may not be the die
cast female country singer, she thinks
she’s got something to offer just being
herself. “Ultimately I'd like to be able
to make a living doing my music and

Circte #068 on Reader Service Card
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writing my prose (she’s finished Two
of a Kind Heart, a novel) for a long
time to come.

“There’s a simplicity to what 1 do,
and 1 think a lot of people hear my
music, hear a character and it's them!
When 1 sit down to write a song, 1
don’t consciously think ‘Is this a coun-
try song or a folk song?’ 1 just write my
music, and anyone can respond to it
however they see fit....”

Preconceptions and misconceptions
are something that Griffith has had to
fight, but she’s weathered well. Recall-
ing the folk scene’s initial reaction,
she laughs, “1 was always the kid that
fell offthe turip truck! I certainly don't
eat granola; I'm not a vegetarian. 1 like
to drink a beer or have a glass of wine
now and then, so I'm a real wild child,
you know?”

But it’s forced Griffith to pursue mu-
sic in her own fashion, to do what she
feels is right for her music and herself.
She’s confident it will pay off in the
long run.

“I've always done things the hard
way: taking my music out on the road
instead of bringing it to Nashville was
a decision 1 made eight years ago. 1
didn’t think my music was commer-
cially accessible, so I took it to Amer-
ica itself rather than change it and turn
it into something 1 didn't believe in—
that’s what all my heroes had done,
people like Carolyn Hester in the '50s,
Woody Guthrie and Hank Williams
Senior.

“It may have been the long way, but
my audience is there and they know
that I'm not just some voice on the
radio, someone manufactured by the
industry. Because I've always been
there for them in person, I think they’ll
always be there for me. That’s all 1
could ever want, really.”

FROM PAGE 212, LANG
straight-ahead country market. I'd like
to go beyond that, to the people who
look at country music the way 1 did.”
There is “a certain void™ in country
music which Lang doesn’t want to de-
fine but would like to fill. “I don't
think I have to overcome the fact that
country music isn’t hip, because it is.

It’s all in the attitude, and 1 think there,

are extremes. It's either very hip or
very corny!”

Having Dave Edmunds as producer
and Sire Records as label certainly
hedges all bets as regards hipness, but
Angel with a Lariat sells itself on its

musical merits. Lang describes the rec-
ord as “One wing-ding daddy-o of a
good time,” with foot-stomping work-
outs like “Tune Into My Wave,” “I Got
the Bull By the Homs"” and “Watch
Your Step Polka” (the latter threaten-
ing to change the face of square danc-
ing forever), plus weepers like Lang’s
yearning “Diet of Strange Places™ and
Patsy Cline’s vintage “Three Cigarettes
in an Ash Tray.”

There’s a definite kinship between
Sire head Seymour Stein and the plucky
Canadian who once sent Anne Murray
a set of lyrics written in purple felt-tip

with a note that said, “You have my
permission to write music for these
lyrics.”

“l1 was playing at the Bottom Line
and I'd been talking to a bunch of
record companies,” Lang recalls. “After
the show, Seymour came backstage
and said, ‘Do you know “Ballad of a
Teenage Queen” by Johnny Cash and
“She’s No Angel” by Kitty Wells?" It was
love at first sight!”

Professing a belief that she’'d be
making records from the time she was
two has something to do with the con-
fidence Lang exudes on vinyl. There is
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began with the DB-1A Active Direct Box. Boldly designed
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nothing tentative about her live per-
formances, either—something she cred-
its to having grown up in a small (650
people) town on the plains of Alberta.

“I have a theory about small towns,”
Lang explains. “Everyone is eccentric,
and since you're in a small town you
know everyone and you also know all
their idiosyncrasies—so you tend not
to notice them or worry about them.
Then you can just go on doing what
you're doing without having to worry
about what other people are thinking.”

Onstage, “I'm very energetic, but
I'm worried that people will think I'm
cow-punk. What people see onstage is
completely natural. It’s just the way 1
react to my music.”

FROM PAGE 213, LOU GRAMM

Of course, that wasn't quite the im-
pression I was left with after an earnest
tete-a-tete. In fact, Gramm was quite
frank about where he stood after I com-
pared the brouhaha to the skirmish
between David Lee Roth and Eddie
Van Halen which tore that band apart.

“Idon’tthinkit’s afeud,” he offered.
“It's actually been more like a cold
war. Since my record’s come out,
there’s been noncommunication as
well as misinterpreted motives. We're
intending to resolve this thing one way
or another, either reconcile or sever.”

Gramm went on to place the blame
for the chill directly on the shoulders
of manager Bud Prager, whom he
accused of “making ridiculous ulti-
matums.

“I don't think Mick and the rest of
the guys want me out,” insisted Gramm.
“Nor would 1 think Mr. Prager does,
either, but he has been making state-
ments that there’d be a new lead sin-
ger in Foreigner if I didn’t cooperate.

“It’s disruptive and sad and 1 hon-
estly don't know what’s going to hap-
pen,” he continued. “It all revolves
around them being able to deal with
the fact that I have a solo career and it
has to take priority in my life right
now.”

In fact, Gramm’s LP had puta cramp
in Foreigner’s recording plans. The
band had studio time booked for March
and was already starting to rehearse
six new songs. Everything was put on
hold when Gramm’s record began to
happen.

“That doesn’t mean I can't find the
time, nor am [ unwilling to continue




with Foreigner,” claimed Gramm, “as
long as they can accept my participa-
tion on a limited basis. After all, it is
Mick’s band. He directs it, he initiates
the songs; I play a secondary, support-
ing role. Why would I make a second-
ary role my priority as opposed to
something 1 can nurture and grow
with, like a solo career? If they can
accept that, then I think we've still got
a band.”

For those familiar with Mick Jones’
control of the group, Gramm's frustra-
tion is easily understood. “My ideas
don't have the same clout,” he com-
plained. “There’s not much room for
Lou Gramm to grow as a writer and
musician. Over the years, I'd hoped it
would loosen up a little, but it hasn’t. 1
find myself losing interest because I'm
not allowed a situation in which 1
could evolve. If my ideas can’t find a
home on a Foreigner album, what's
my alternative?

“My songs don’t seem to strictly
adhere to the parameters of what For-
eigner should sound like. If I want to
expand those boundaries, it’s too
threatening. I needed to make a state-
ment on my own, and I hoped there'd
be room to do that within Foreigner.
But there wasn't. Making a solo album
might not have even been necessary if
I was allowed the space within the
band starting five or six years ago, so
this has been building.”

Among Gramm's complaints was
the middle-of-the-road direction his
old group seemed to be taking with
ballads like “I Want To Know What
Love Is,” the Top Ten hit from For-
eigner’s last album, Agent Provocateur.

“I've always felt our toughness could
be even tougher,” he admitted. “With
the last LP, the sound seemed to be
going noticeably to a place I'm not
thrilled with. I don’t want Foreigner to
be known as a ballad band. Given the
fact we don’t come out with albums
regularly, there’sa whole new audience
ofkids who don’t know ‘Hot Blooded,’
‘Urgent’ or ‘Double Vision.’ As faras a
rock audience goes, we're slipping.
Career-wise, | wasn't pleased, know-
ing 1 had some good, tough rockers
that could have gone on that last
album.”

Gramm was freed to pursue a solo
project when his Foreigner contract
expired at the end of 1984. He toured
with the band the following year, and
since then the relationship has been
on good faith. It was Foreigner’s rela-

tive inactivity which prompted Gramm
to begin work on his own record.

“I just like things to happen a little
quicker,” he asserted. “A good prod-
uct, a short but effective tour, a little
time to rest, then back into the studio.
The last few years for Foreigner have
been a series of excesses —an exces-
sive amount of time in the studio, an
excessive amount of time on the road,
and then ayear and a half of nothing. It
burns you out. Inactivity breeds bore-
dom and frustration.”

And, in Lou Gramm’s case, the seeds
to do his own thing. Gathering bassist
Ben Turgon, whom he played with in
an early upstate NY band called Black
Sheep, keyboardist Philip Ashley, his
brother Ben on drums and E Street
guitarist Nils Lofgren, Gramm entered
Bear Tracks Recording Studio in Suf-
fern, NY. This time, the powerful lead
singer did things bisway. ...

“The hours and tedium involved in
recording with Foreigner were excru-
ciating, For my album, we started at 10
every morning and ended at 8 at night,
no matter what we were doing. For-
eigner sessions would just go on and
on until we were so exhausted we
couldn’t do any more. Unfortunately,
I'm not particularly creative or at my
best in the late evening or early morn-
ing. I like to work when the sun’s out,
actually see daylight. At the studio we
worked in, there were actually win-
dows. The group wasn't over-rehearsed
to the point of knowing the songs in-
side out.

“I had the lyrics finished before
rehearsals started. The guys in the
group knew what the attitude of each
song was, the swagger that should be
involved. We didn’t beat each song
into the ground. If we didn't get some-
thing after 45 minutes or four takes,
we'd move on to something else. [ can
remember Foreigner playing a song
all day and deciding to use, take 26
or something. ..l mean what could
you be listening to at that point? For
me, the recklessness is an essential
element....”

To that end, Gramm and company
performed many of the tracks live in
the studio. “The rhythm tracks were all
done live. We even used bits of the
reference vocal, which turned out bet-
ter than when 1 laid down the ‘real’
vocals later. So, we interspersed them.”

The first single, “Midnight Blue,”
was not named after the public access

—CONTINUED ON PAGE 218
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Jimmy Page jams with Les Paul
at Les’ birthday bash.

HAPPY
BIRTHDAY
LES!

p—z Dan Dﬁgy -

Not that they need to
prove it anymore, but Isaac
Tigrett and his crew at the
New York edition of the
Hard Rock Cafe proved
that they can put on a tlaw-
less party when the occa
sion warrants it. June 9, the
occasion was guitar legend
Les Paul’s 72nd birthday.
On the bandstand,
directly beneath the statue
of Madonna and Child on
Tigrett’s “God Wall,” the

festivities were launched
with the presentation to
Paul of a marble and onyx
Les Paul guitar by Gibson
president Henry Juskie-
wicz. After gamely ex-
tinguishing all the candles
on a Les Paul guitar-shaped
birthday cake, the legend
ary axeman ran through a
couple of numbers with a
band that included Paul
Shaffer and drummer
Anton Fig, both from
David Letterman’s house
band, and some members
of Les Paul's own band that
gigs Mondays at the jazz
club Fat Tuesday’s. Paul's
fingers retain their magic
after all these years, and he
still displays his penchant
for lots of reverb on his

twisty arpeggios.

Paul was joined onstage
by his contemporary, Tony
Bennett, who belted out
“On The Sunny Side Of
The Street.” A leaner
looking Jimmy Page then
appeared, less flesh-and
blood rock star than a
representative of a genera-
tion that built a tradition
around both Les Paul’s
playing techniques and the
recording technologies he
pioneered. Page joined
Paul for a slow blues jam
and he was later aug-
mented by guitarists Nile
Rodgers, Al DiMiola and
the ever-young John Sebas
tian on harmonica.

Robbie Krieger of The
Doors, locking a bit lost,

came up and handled
vocals and guitar on a
Doors tune, augmented by
Morris from the Psyche
delic Furs and Rick Der
ringer, who later had the
whole house as backup on
“Hang On Sloopy.” The
evening's coda was a brief
set by Seymour Duncan.

The big question mark
was Jeff Beck, who lurked
in a corner seat all night.
Though the crowd
chanted, “Jeff, Jeff,” he
remained in the wings. His
reluctance to play was
ascribed by one who
shared his corner to the
fact that the guitars avail
able to players that even
ing were out of tune. Jeff,
we hardly knew ye.

-FROM PAGE 217, LOl/ GRAMM

porno cable show, claimed Gramm,
but came from the self-confessed “ter-
rible guitar player” idly strumming a
few chords.

“I was basically doing a bad imita-
tion of Dylan,” he laughed. “I played it
back on the tape and got a really good
laugh about it, but the lvrical thread

really said something to me. It all sur
vived, though I had to get Bruce | Tur
gon] 1o tell me what chords I was
playing. We just toughened it up with
a beat.”

Ready Or Not deals mostly with the
trials and tribulations of romantic rela-
tionships, narratives Gramm insisted
come from his own life. “They derive

from real events. It’s not just, let's write
another ‘my baby left me’ song. Bast-
cally, I think my songs are a little more
optimistic. They deal with problen:s,
but persevering and surviving in spite
of them.

“For example, ‘Time" has to dowith
young people growing up and the op-
pressive feeling of the world they live
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in today, which just might cause them
togive up on life. It subtly refers to the
recent epidemic of teenage suicides
that've been happening. It suggests
that kids deal with life’s problems by
not giving up and, in time, they'll find
out life is worth living. I was careful
not to sound too preachy. I've got two
kids myself, so I'm real worried about
the world we live in, 100.”

The last track on the album, “Lover
Come Back,” is a quiet song—not a
lush Foreigner ballad with a catchy
anthemic chorus, but a no-frills state-
ment from the heart.

“It’'s a personal plea,” nodded
Gramm. 1 wanted it to be very stark,
just a rhythm bed and piano. Simple. It
sounds like it's coming from the back
of a long, empty hallway. That was the
final song I wrote for the record and it
almost didn’t make it because the tune
scared me. I didn't know whether 1
wanted to leave people with that im-
pression. But I decided to leave it on,
because I had made my mainstream
statement and that song showed I'm
not afraid to move on and do some-
thing else. It was a little hint as towhat
you might find more of next time.”

Despite the alleged reconciliation
with Foreigner, Gramm is readly totake
his band out on the road and establish
his image apart from his old group.

“Ithink I've executed what I set out
to do, at least musically,” he said. “1
think people are finding out a lot about
how I feel about music. It’s exciting to
be able to notch my own image with-
out the shadow of Foreigner and Mick
looming in front of me.”

FROM PAGE 213, KEITH JARRETT
his musical expression wherever “spir-
its” lead him. Whether it’s into his
recording studio to overdub primitive
instruments, concert halls with sym-
phony orchestras, gothic churches with
pipe organs, playing standards with a
jazztrio, or towards the clavichord and
harpsichord, that's where Jarrett goes.
He didn’t plan on making a record
onoverdubbed cassettes. In fact, it was
a polar leap from the classical concert
situation he had been performing in
for the past few years. “Well,” explains
Jarrett ruefully, “I had been doing
classical recitals and concerts, and 1
had seen that world of music that 1
would call musical frustration. Evenat
its best, that’s one of the qualities it
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exhibits. So I was at home after some
concerts and one day I just got up and
came in the studio and picked up a
recorder, which I hadn’t been playing
for a while because 1 was playing clas-
sical piano things. And I realized I had
been missing something. Like if you
hadn’t prayed for a long time. I don't
know how to explain it any other way.
I'came inthe studioand used that little
recorder to get in that state. And some-
thing started happening that was so
strong that I would have been a fool
not to turn on some kind of tape
recorder.”

One thing led to another, and Jarrett
found himself overdubbing one instru-
ment after another, improvising a con-
templative, introspective sound that
was part ritual and part diary. Pakistani
flutes and classical recorders weave
winsome melodies over gurgling tab-
las. Sometimes just a lone flute echoes
in loneliness or a drum beat recalls
some Indian dance.

Jarrett describes it as a music of the
moment. “Well, there was almost no
thinking going on,” he admits. “You
can sort of eliminate thinking. It would
be immediate, no time to think, im-
mediately knowing what I was going
to do next.”

That’s not to say it's aimless ram-
bling. Remember that Jarrett is nothing
if not a gifted, intuitive improviser.
“Well, most people that improvise are
fooling around, and that’s what makes
it confusing,” he cautions. “But real
improvising is getting to the center of
things quicker than any other thing
you can do—which is the reverse of
fooling around.

Each piece was composed of first
takes. Occasionally, he'd improvise a
line, sketch it out on paper so he could
improvise another line with some
knowledge of where it was headed.
“For example,” Jarrett explains, “The
first cut on side four [“Spirits 20”] is
special because of how it happened.
Because I played the piano part, which
Ididn’t realize was a piano part—I was
just playing the piano. And I came back
and listened and realized that I had
created a sort of form. So I quickly
sketched down the scales so 1 wouldn't
have to listen to it too much. I went
back with those sketches and got the
flutes out and just tried to fill the right
places with sound and then the horn.
Actually, the horn came first, 1 guess,

but it was the first take and there
couldn’t be a better take. I probably
could never play the horn that well for
that length of time, again.”

Jarrett found himself in the unusual
position of engineer and musician,
something that’s commonplace for
many in this technological era but not
for an artist who has played exclusive-
ly acoustic and largely improvisational
music for the last 17 years or so, and
recorded it on ECM Records, a label
that has defined the state-of-the-art in
recording. Recording on stereo cassette
decks with some digital reverb is not
quite state-of-the-art, yet Jarrett has ob-
tined an intimate, resonant sound with
an enveloping sense of spatial depth.

“Most of the time when people do
overdubs, they're either doing some-
thing that’s called for and decided up-
on or they're adding something that's
missing,” says Jarrett. “But these over-
dubs weren't so much overdubs, since
they were improvised. I was creating
the right placement of the sound by
moving back from the mics so I was
hearing what was happening at the
same time it was happening. So what
you sometimes hear is that moving
back and forth.”

Ifyou’re wondering what happened
to Keith Jarrett’s solo piano perform-
ances, he did emerge this past March
and April for his first solo concerts in
years, but he’s reluctant to return to
the format that brought his biggest
success and climaxed in the solo piano
orgy of the 10-record Sun Bear Con-
certsin 1977.

As I note the glut of George Win-
ston-style solo piano records, Jarrett
laughs. “Yeah, all pianists thought then
that they should do something solo,
whether or not they had the vaguest
notion that to play solo is different
than playing without a rhythm section,
which is what so many of them sound-
ed like. And now so many of them
sound like the Koln Concert has per-
manently lobotomized something.”

So don'’t expect any solo piano re-
cordings soon. Jarrett recently claimed
that the piano was not a primitive
enough instrument on which one
could be really expressive. That’s one
reason why Spirits has so much per-
cussion, and his next recording, tenta-
tively titled The Book Of Ways, will be
a set of double clavichord improvisa-
tions. “It's so expressive,” enthuses
Jarrett. “It’s the most expressive key-
board instrument. More so than piano.”

Jarrett’s approach to the instrument
is not strictly classical, but makes use
of the pitch bend capacity that makes
it sound more like a koto than some-
thing from the Baroque era. “I was
asked to do the music to a documen-
tary about an ancient Japanese drama
discipline,” recalls Jarrett. “They said
we want you to do, you know, piano. I
said, ‘well let me think about it.” And 1
came back to my clavichord here which
I've had for years, instinctively think-
ing this sound is between the East and
the West, and I thought this would be a
very nice way for 4 western musician
to come to this subject matter. So 1 got
this pressure from the time I said I
would doitbut I'd do it on clavichord.
I kept getting these messages—‘Some
piano,” ‘But can you do it on piano?
And I'was in the studio and they were
still saying that. They had two clavi-
chords there and the producer's still
saying, ‘Please, we would like some
piano.” And I said, ‘No!No piano! You'll
agree with me when we get this thing
going. You'll see why it should be cla-
vichord." Which did happen.”

Jarrett is keeping even his most ar-
dent supporters guessing. After The
Book of Ways, his next record will be
solo piano, but he'll be performing
Bach’s “Well-Tempered Clavier.”

Keith Jarrett is a complex artist who
refuses to get trapped by the expecta-
tions of others or even himself. He
admits that his classical works like The
Celestial Hawk might not be up to the
standards of those who influenced
him, yet he is compelled to express
himselfin this medium, and many oth-
ers. He is often criticized for his perfec-
tionism and the sense of himselfas an
artist. But Jarrett sees in his movements
a sense of inevitability and rightness.
His music is compelled rather than
calculated, like the familiar vocal
grunts and whines that often accom-
pany his piano playing. “When 1 do
trio recordings, I'm making these fun-
ny noises,” says Jarrett with a sense of
helplessness, “and people keep think-
ing that this is extraneous or separate
from what’s going on. Like it can be
eliminated. Like why do they have to
have that on there? The answer is that
there would be nothing, otherwise.”

It's difficult to conceive of contem-
porary jazz with a void where there
should be a Keith Jarrett, grunting,
whining, playing the classical artiste,
and bestowing on us his moments of
inspiration. |
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A Session with
Ted and Shelly

Chicago-based TMK Elias is one of the busiest and best-equipped
music production facilities in the country. Founded five years ago
by musicians Ted Kay and Shelly Elias, the studio’s worl
encompasses commercial jingles, music for industrials, and scoring
for TV programs. Clients range from America’s top ad agencies to
such Fortune 100 companies as General Motors, Anheuser-Busch,
Kellogg's, and Amoco. Here are some worthwhile thoughts from a
recent interview with Ted & Shelly.

Ted: "Over the last few years, we've seen more. music composers
like ourselves go_in-house with production facilities. The result has
been more compitition than ever before."

Shelly: "When Ted and | started out, there were about a dozen
music houses in Chicago. Now | think there are about 60."

Shelly: "We're finding that clients have become much more
discriminating in their evaluation of what good sound quality is.
Not only does the creative product have to be excellent, but the
sound quality has to matchit.”

Ted: "If you don't have professional state-of-the-art equipment to
keep your product at the highest level, you're going to be working
at competitive disadvantage.”

Ted: "Technology has obviously played a big role in the production
business and some facilities have certain pieces of equipment that
can do things that competitors' equipment can't do. For example,
we have the Synclavier system, which is a digital synthesizer and
sampler.”

Shelly: "1987 music is very different from 1980 music and you've
got to stay current to compete successfully.”

Shelly: "When you're trying to maintain a quality music production
company, you need a supplier you can depend on.

Ted: "We're a supplier to our clients and they depend on us. So
we need someone we can count on.”

Shelly: "A good supplier has to have a complete grasp and
understanding of today's technology. We also want them to be
around for a long time so we can grow together.”

Ted: "We started working with AudioLine about three years ago
because they deliver a very excellent product and they're goo
guys to work with. | think that's important.”

Shelly: "They're very professional and they understand what
we're talking about -- our problems and our needs. They also bend
over backwards to help us out when we need help.”

Shelly: "We field-test a lot of equ\iﬁment and that helps us decide
if we want to get involved with it. When we were looking for a
new console, AudioLine helped us have a Battle of the Boards so
we could compare one with another.”

Ted: "The one we u|timat_elﬁ agreed on, the Neotek Elite, turned
out to be the console AudioLine recommended. Our senior
engineer, Joe Ott, was impressed with the sonic quality of the
Neotek over the English boards we listened to."

Ted: "We're very quality-oriented but we also have to think of the
bottom line. That's why we look for equipment that can best serve
our purposes. And then we try to get it at a price we can afford.”
Shelly: "AudioLIne can take care of most of our equipment needs,
as well as the servicing and supplies. And as long as they doa

ood job, and we're getting what we were told we would get, and
the equipment delivers what we were promised it would deliver,
we're happy.”

Our business is expertise.

AUBIGLINE, ING.
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—FROM PAGE 8, MARKET SURVEY
companies. Record/tape manufac-
turing, studio design and other al-
lied fields are also heavily repre-
sented.

* Mix subscribers are keeping
busy, and most wear several “hats.”
They average 2.2 business functions
each.

* Nearly two-thirds (60.2%) of
subscribers are owner/managers of
their businesses.

* More than half (52.6%) of Mix
subscribers are engineers or techni-
cians; 34.4% are producer/direc-
tors; and 31.1% are musician/per-
formers.

* Nearly one-third (30.8%) of
subscribers attended an AES Con-
vention during the past two years;
20.5% attended a NAMM Conven-
tion; 17.5% attended NAB; and
14.5% attended SMPTE.

Other Purchasing Data
s Other sections of the Mix Re-
cording and Production Industry
Market Survey provide interesting
and useful data about numerous as-
pects of the industry. For example:
* Mix subscribers are heavy pur-

chasers of services as well as equip-
ment: music/recording services are
purchased from other companies
by 26.2% of subscribers; voiceover/
production recording is purchased
by 20.2%; video production services
are purchased by 18%; and video/
film editing services by 15.7%.

* Record/tape manufacturing serv-
ices are heavily used: 24.8% of sub-
scribers buy record mastering serv-
ices; 24.2% purchase record press-
ing; and 35% purchase tape duplica-
tion services.

* Mix subscribers rent equip-
ment at a heavy clip: 51.5% rent
€quipment at an average of 9.2
times per year.

* Facilities are continuing to ex-
pand and to make improvements.
In the past 12 months, one-half of
all facilities (50.9%) undertook con-
struction or made other improve-
ments, and 57.3% plan to do so in
the next year.

For copies of the complete Mix
1987 Recording and Production
Industry Market Survey, write to
Mix magazine, 2608 Ninth Street,
Berkeley, CA 94710, or call (415)
843-7901. |
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—FROM PAGE 6, CURRENT

While electronics led the way,
healthy increases were also reported
in almost all other categories of tra-
ditional instruments, printed music
and accessories, including acoustic
pianos, which, forthe first time since
1978, rose in units (up 10%) while
dollars grew 29% to nearly $620
million.

These and other statistics are in-
cluded in Music USA ‘87, AMC's
annual statistical review of the US.
music industry. To order, send
$2.50/AMC, NAMM members, or
$35/non-members to NAMM, 5140
Avenida Encinas, Carlsbad, CA
92008; (619) 438-8001.

NAB Convention

Set For September

More than 6,000 broadcasters are
expected to attend Radio '87, the
National Association of Broadcasters’
(NAB) Radio Management, Program-
ming, Sales & Engineering Conven-
tion September 9 through 12 at the
Anaheim Convention Centerin Ana-
heim, CA.

Session topics include: AM Suc-
cess Stories and Innovations, How
to Choose and Use a Programming
Consultant, New AM and FM Tech-
nology and AM Stations’ Successful
Sales Strategies. Special seminars in-
clude: AM Directional Antenna Sem-
inar; NRSC Seminar; and RF Radia-
tion Seminar.

For registration information, con-
tact Radio '87 Registration, NAB, 1771
N Street, NW, Washington, DC 20036;
(202) 429-5420.

Video Expo New York
The 17th annual Video Expo, co-
sponsored by Mix magazine, will
be held September 29 through Oc-
tober 1 at the Jacob K. Javits Con-
vention Center in New York City.
The Video Expo—which expects
about 10,000 people toattend—will
feature audio equipment displays
backed by a series of audio semi-
nars to assist video managers in bet-
ter understanding the audio options
available to them. Among the sched-
uled seminars are: Basic Audio for
Video, Advanced Audio Techniques
and Audio for Video Post-Production.
Booth space is now available. For
reservations or more information,
contact Barbara Stockwell at (914)
328-9157 or (800) 248-5474, outside
New York.



—FROM PAGE 198, WENDY

again and went at it with the attitude
of, “‘Well, let's see what kind of music
we get from this.” And [ started to hack
away at it, as a composer would.”

The Balinese-Middle Eastern-African
inspiration came about on an impulse
after the project had begun.

“I had been to Bali and fell in love
with the country, the people and their
culture. I found in Bali it was as though
the people themselves spoke art and
breathed art. I have only the perspec-
tive of somebody who was only there
for a week, but I had the chance to
hear a lot of gamelan music, fell in
love with that and filed it away for
future reference. 1 did record some
music there on a small portable cas-
sette recorder. And we bought some
cassettes in the hotel, just like any tour-
ist would. And I played those tapes a
lot when I returned home, but then |
forgot about them fora few years.. . . un-
til these new tools came along. When 1
got the ability to experiment with al-
ternate tunings, I thought, ‘Gee, one of
the things I ought to play on this rec-
ord isa little bit of gamelan stuff.” Then
I started playing around with a great
many kinds of music. I started going to
Tower Records and buying music from
Africa, India, the Middle East, and it all
began to seep into my consciousness.
And 1 could've continued going on
and on and on, but once Thad an hour
of music, I stopped.”

She adds, “The process of creating
the new timbres and tunings for Beau-
1y In The Beast was so slow that the
album really took well over a year to
finish. But the music didn’t have any
trouble at all. There was no constipa-
tion about it artistically. It just flowed
very well. It was spontaneous, it was
free, it was fun, it was very healthy for
me. And I think that atmosphere shows
on the final product. I hope it does,
anyway.”

Since recording Beatty In The Beast,
Carlos has acquired a Kurzweil MIDI
keyboard with the Kurzweil slave proc-
essor, a Macintosh computer with
some new software (Jam Factory, M,
Composer, Performer) and a Roland
SDX-80 sync box. “I'm very, very gung-
ho about this new equipment right
now. They'll undoubtedly appear on
my next album.”

But before then, another Carlos al-
bum will be released by CBS Master-
works (her last for that label). Called
Secrets Of Synthesis, it's a survey of all
the albums in Carlos’ career with in-
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formative explanations of how they
were done. Scripted by Ann Marie
Franklin and narrated by Carlos her-
self, this how-to documentary record-
ing is a must for any electronic musi-
cian. In the recording, Carlos very
clearly explains the different voicings
and layerings used in her many land-
mark works such as Switched-On Bach
and the Well-Tempered Synthesizer.

Other future projects may include a
digital updating of her classic Sonic
Seasoningsalbum from 1972. That two-
record set, which blended musigue
concretewith live nature sounds into a
soothing ambient mix, was one of the
seminal works in the now-burgeoning
field of new age music. Says Carlos,
“That record was greeted with an im-
mense amount of silence back in 1972.
The record just went right into a black
hole, except in England and a few
spots in Europe, where people loved
it. Certainly there are so many records
out on the market today that are sort of
stepchildren of that type of concept,
and these records sell very well. But
mine came out before this sort of mu-
sic became palatable to the American
taste. I think some people back then
were justa little uptight and they didn't
know where to classify Sonic Season-
ings. You know, a lot of people like to
have little pigeonholes for everything,
andifthey can't have a pigeonhole the
thing ceases to exist in some ways.”

There are no pigeonholes for Beaty
In The Beast either. But it's a safe bet
that this remarkable album will not fall
into a black hole, as Sonic Seasonings
did 15 years ago. Had that album been
released today, it might have sold
alongside the likes of George Winston,
Andreas Vollenweider and all the other
new age stepchildren who have fol
lowed in the wake of Sonic Seasonings
Butthat’sjust like Carlos. Always ahead
of her time. Hopefully, the rest of the
worldwill catch up to her long enough
to enjoy Beauty In The Beast. But she
won't stop there. Already she’s hard at
work in her home studio, burning the
midnight oil, playing that same old
detective game, searching for sounds
that we've never heard before—and
enjoying every tedious step along the
way.

Bill Milkowski lives in Manhbattan, Dlays
8uitar and bass in several bands, and
contributes regularly to Mix, down-
beat, Guitar World, and a number of

Japanese publications,




PLAYBACK

by Dan Daley

\WHALES SING
A SEa-NOTE

PAUL WINTER JOINS FORCES
WITH WHALES FORHIS NEWLP

uestion: What kind of micropbone  dozen millenia.

does a 75-ton bumpback whale sing The audience for these warbling
into? leviathans had been limited to ocean
Answer: Any kind be wants. going fish (and when'’s the last time

you saw a bluefishat the opera?) anda
This questionable attempt at cetaceous few adventurous research marine biol
humor aside, years of scientificresearch  ogists. Among the latter is Dr. Roger
have concluded thatwhile whalesrare-  Payne, who through his work with the
ly choose the proper types of micro-  World Wildlife Fund and at the Long
phones, they aren’t devoid of musical ~ Term Research Institute (LTRI) in Bos-
talent: they're rather accomplished ton, has been recording whales for
singers and have been for a couple of  over 20 years. His entire career has

\

L-R: Roger
Payne, Leonard
Nimoy, Paul
Winter during
the recording
of Whales Alive
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PLAYBACK

been centered on acoustically active
fauna, like bats and owls, who use
sound to detect prey. Payne also re-
corded the 1970 seminal nature LP,
Songs of the Humpback Whale, which
went on to become the most success-
ful natural history recording ever made.
S0 it wasn’t too surprising that he got a
call back in February 1985 from Leo-
nard Nimoy, who was then directing
Star Trek IV: The Voyage Home.

Nimoy, known to millions of Trek-
kies as Mr. Spock, the starship Enter
prise’s sang froid first officer, gave
whales co-billing in the movie, which
had an overtly conservationist message
intertwined with the usual whiz-bang
stuff and the high camp. Payne sup-
plied the recordings of the whales
used in that movie.

For a benefit premiere showing of
Star Trek IV at LTRI last year, Payne
asked his old friend, jazz saxophonist
Paul Winter, to host the affair. Winter’s
passionate concern for preserving
wildlife is no secret—he’s harmonized
with wolves and birds in a career that
has spanned 25 years—and on that
night Winter and Payne conceived
Whales Alive! (Living Music Records
IM-0013), a record that crosses biolog-
ical boundaries by having Winter and
organist Paul Halley harmonize and
counterpoint songs created— com-
posed, stresses Payne—by whales.

“When I say that whales sing, I mean
that most whales sing in the sense of
what the word ‘song’ means—they
string together repeated patterns,” says
Payne. Of course, so do birds, but Payne
explains that whales are more sophis-
ticated composers; their songs range
in length from six to 30 minutes and
the songs themselves change over
time, the whales adding variations on
themes so that after a cycle of about
five years, they're singing a completely
new song, which gives them a decided
advantage over Huey Lewis. Humpback
whales are the only creatures besides
man to change their tunes.

The record was laid out in steps:
Payne culled his vast collection (pos-
sibly the world’s largest) of whale
recordings. At the Living Music Studio
in Winter’s Litchfield, Connecticut,
home, he edited the tapes for length.
“Some whales get so hung up on a
phrase they’ll sing it 20 or 30 times,”
he says. “It can get a little tedious.” But
the sequences of the patterns were

strictly adhered to, Payne maintains, to
preserve the integrity of the songs.

The biologist then took his cello in
hand and transcribed the songs, which
incidentally are all sung by humpback
whales, the vocal stars of the sea-going
vertebrate bunch. “There are a lot of
whale species that sing, but most of
them sing very dull songs,” deadpans
Payne, suddenly the oceanographic
critic. “Usually a couple of tones that
are repeated endlessly. But humpback
whales are unique for their incredible
arias. There’s no other species of whale
that even comes close.”

Paul Halley, organist in residence at
the Cathedral of St. John the Divine
(where Winter is artist-in-residence)
then devised layers of chords and har-
monic passages around the songs.
Finally last January, Halley, Winter and
a few members of Winter’s group, the
Paul Winter Consort, began making
the record in the cathedral itself in a

Sound pressure
levels of whale
songs have been
measured at up to
155 dB and can
travel several
hundred miles.

series of all-night sessions, using the
services of Randy Ezratty’s Otari-
equipped, 24-track, Effanel mobile re-
cording unit. Winter listened to Hal-
ley's improvisations and the songs of
the whales and developed new me-
lodic variations on his soprano sax.

Prior to these sessions, though, Leo-
nard Nimoy had recorded several
poems and passages from Moby Dick
that were to become part of the record,
which were taken directly onto a Sony
F-1digital 2-track at Manhattan Record-
ing Company. All these aspects were
mixed together during 2 marathon four-
day session at Living Music Studio, with
engineers Glen Kolotkin and Chris
Brown at the MCI console.

The overall effect, says Payne, was
that “suddenly the whale songs be-
came vastly more understandable to
the human mind. The beautiful thing,
the real message, is that this is a record
composed by humpback whales.




Humpbacks have been singing for
several million years longer than hu-
man beings have existed, so the fossil
evidence [the ears of whales, in this
case] suggests they have a longer musi-
cal tradition than ours. It's my feeling
that they employ the same sort of musi-
cal tricks human music uses, like repe-
tition, and that I think that at least
partly accounts for the intense emo-
tional reaction many people have to
their songs.”

Primal Melodies

Payne has seen people literally weep
upon hearing whales sing for the first
time, a response that suggestsa psycho-
acoustic link between the branches of
mammals. “The brains of humansand
whales have evolved separately over
millions of years to the point where
there is no chance of any cross-fertili-
zation,” Payne explains, “yet the hump-
backs have developed a music that
appeals to a vertebrate brain, whether
it's in 2 human head or a whale’s. That
indicates and reinforces to me the idea
that in this whole process of putting
together this record, we were not the
composers; we were the arrangers. We
arranged the whale’s songs in a style

THE FAR SIDE By GARY LARSON
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that contemporized them with the last
600 years of human tradition and mod
ernized it with the more recent jazz
tradition. The end result is that we
understand it better. You get it better
than just by listening to the whales
alone; we put it into a human musical

context.”

In getting the whales on tape in the
first place, Roger Payne concedes he
has learned audio engineering by
jumping feet first into an area ofaudio
technology that is quite primitive when
compared to land-lubber studios. “The
first people who ever heard humpback
whales underwater were research sci-
entists involved in military work back
in the early 1950s,” Payne says, “But
under favorable environmental cir-
cumstances, the old whalers could
hear them right through the hulls of
their wooden ships.”

(Payne points out that the navy de-
ploys arrays of sonar listening devices
on the ocean floors—such as the
SOSUS line across the Greenland-Ice-
land UK. gap—and can identify vari-
ous ships’ acoustical “signatures” and
course and bearing data by changing
the phase relationships of the sound
detectors. Interestingly enough, that’s
not too different from certain guitar
amp miking techniques.)

Yo, Queequeg! More Low End!
Researchers like Payne use the half

dozen or so types of commercially pro-

duced hydrophones available for their
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underwater recordings. “You could
take any microphone and put it in a
plastic bag and drop it in the ocean
and if it didn't leak and ruin your mi
crophone then you'd be able to hear
what’s going on down there,” says
Payne. “A hydrophone is just a fancy
version of that. Sound travels through
the ocean just the way it does through
the air only it travels a lot faster be
cause water is denser, but it doesn't
change your perception of the sound
source itself.

"One type of mic we use is called a
magneto-strictive hydrophone, and
there’s also a barium-titanate type,
which is actually a piezo-electric crys
tal whose voltage fluctuates in re
sponse to fluctuating pressure.™

When Payne records whales, the
hydrophone he uses is fed to a small
pre-amp, which uses the same type of
roll-off equalization usually found on
guitaramps. From there it goes directly
into a tape recorder. In storm swells,
he has found that rolling off low end
helps filter out the acoustical churning
ofthe sea. Payne hopes to gethold ofa
parametric EQ soon. “Up till now the
stuff is primitive compared to record-
ing studios,” he says.

How do you get a take out of a
whale? You don't, says Payne. You wait
till it's ready. “There’s absolutely no
thing you can doj; it’s like a hunter
seeking prey; you have to wait. If the
whale becomes aware ofyou itimme
diately shuts up.” Others have tried
coaxing them, but whales are appar
ently lousy at taking direction. Some
researchers have played music for
whales made by other species of
whales. “We found out that right
whales could care less about hump
backs. But they immediately turn
around and come to the loudspeaker
ifyou play other right whale sounds.™
Payne adds that when human music
was played for whales (the selection
chosen-—ironically —was Handel's “Wa
ter Music™) the reaction was apparent
disinterest.

“Usually, though, it’s pretty simple,”
Payne continues. “Ifyou getanywhere
near a group of humpback whales in
the winter or spring, you'll hear them.
He says whales can be heard through
air if the listener is very close, very
quiet and right over a singer. You can
also hear them with your cars in the
water if you're within a mile of the
whales. “If you're right near them it
can make your teeth rattle.” Payne says




dB levels of certain species, like blue
whales, have been measured upto 155
dB. “It would cause you permanent
damage if you were up close except
that the frequency a blue whale sings
at [in the 20 to 30 Hz range] is so low
it's hard to hear.”” The blue whale
makes the loudest sound of any animal
on earth (it’s also the heaviest to ever
five). Its low-frequency moan can travel
several hundred miles due to the ex-
ceptional transmission characteristics
of water as opposed to air. As Payne
explains, “Sound travels in water in-
versely in proportion to the distance
of the source, not inversely propor-
tional to the square of the distance, so
you save an entire order of magnitude.”

One analogy to more terrestrial re-
cording techniques is in ambience.
Depending upon how you position
your boat in relationship to the whales
and depending upon the depth of the
water you're in, Payne says you can
color the sound with some fairly spec-
tacular echo effects, especially if you're
near a sea shelf or a sea canyon. For
absolute clarity, shallow water is bet-
ter, although that produces eftects
similar to digital delays and early re-
flection-types of settings on a digital

reverb.

Another analog becomes clear if
you've ever had to deal with an RF
problem that wouldn’t go away. “The
ocean is a very noisy place because of
ship traffic these days,” Payne com-
plains. “Before propeller ships, blue
whales could hear each other over
entire oceans.”

Why whales sing is still a mystery;
probably for communication purposes,
Payne theorizes. Apparently only ma-
ture males sing and then only during
mating season. Curiously, they sing
mainly at night (a fairly spooky sim-
ilarity to most musicians). Payne also
observes that when they sing, they
breathe in much the same way as
human singers, in between phrases.
But contrary to optimistic theories and
claims made by some researchers, he
feels that interaction on an intellectual
level is not taking place between ceta-
ceans and man. Flipper can do a killer
tailstand but he still can’t play chess.

However, while the purpose of the
primal melodies of whales cannot be
readily discerned, Payne reasons none-
theless that a linkage on emotional
levels does exist based on his observa-
tions of the responses of humans to

the songs, as though certain pitches or
combinations of notes or chords can
activate some ancient dendril in the
darker, more primitive reaches of
mammalian cortexes. That perhaps
music on this most basic of levels
functions as an ethereal corpus callo-
sum bridging two halves of a brain
stem that split eons ago between the
land and the sea.

Whales Alive! works. It manages 10
sidestep being a novelty outing be-
cause it takes itself seriously enough
to avoid the anthropomorphic aspects
of man's relationship with animals (cf
David Letterman’s “record company
weasels™), and yet it refuses to take
itself so seriously as to become a
preacher’s pulpit. Instead, Whales Alive!
tkes the best of both worlds and
builds on mutual respect. And before
you write off whales as simply giant
Hoovers for plankton control, you
should know that the Moslem religion
says that only ten animals will ever
enter Paradise. One of them is the
whale that swallowed Jonah. |

Dan Daley is a contributing editor of
Mix. “Butyou can call me Isbmael,” be
says.
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by Philip De Lancie

PERSONICS

A HOME TAPING ALTERNATIVE

ew issues in the music industry have
become as politicized and controver-
sial as home taping. The dollar value
of home taping’s diversion of revenues
from record companies, songwriters,
artists and publishers has been hotly
debated. Those who profit from the
practice, the manufacturers of home
recorders and blank tape, are inclined
to believe that home taping actually
helps the record industry by stimulat-
ing demand for product. But the indus-
try itself, as represented by the Record-
ing Industry Association of America
(RIAA) and other organizations, claims
to have established that it is being

l

Personics VP
Tom Sharples:
“We give
people the |
chance to get
the single songs |
they want,
without having
to borrow =
records from
their friends
and taping
them.”

Essentially an
optical disc
jukebox linked
to a high-speed
cassette deck,
the Personics
system could
allow a record
store employee
to create a
customized
tape by
entering a
customer’s
order from a
catalog of
15,000 titles.

deprived of billions of dollars annu-
ally in retail sales. This sales displace-
ment, which actually exceeds the retail
value of 1986 prerecorded music prod-
uct shipments in the USS,, is viewed by
the RIAA as an unsustainable hemor-
rhage of industry resources.

To stop the bleeding, the RIAA has
foryears lobbied for help from the U.S.
Congress. Home tapers are also poten-
tial voters, however, and attempts to
recover “royalties™ on the sale of blank
tape and recording devices have never
made it through the legislative proc
ess. It is still too early to tell whether
anotherapproach, the mandated inclu-
sion of “copy-code scanners” in DAT
and perhaps eventually all audio re
corders, will survive on Capitol Hill.
But in continuing to focus on politi
cally imposed remedies, the record
industry may be overlooking the pos
sibility that home taping presents an
opportunity as well as a threat.

“Findaneed and fill it" is a tried and
true recipe for success in the world of
business. Ifhome taping is viewed as a
sign of a need, then a great opportun
ity could exist in filling that need for
the home taper. Enter Charles Garvin
and his Menlo Park, California-based
Personics Corporation. Garvin is a
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former business consultant who feels
that home tapers are primarily moti-
vated by a desire to own personalized
cassettes of their favorite tunes. Famil-
iar with the fantastic information stor-
age capacity and efficiency of optical
discs, Garvin developed the idea of
harnessing this technology to offer
consumers customized cassettes while
fully respecting the rights of copyright
holders.

One of the first steps taken to bring
Garvin's idea to life was to test his
assumptions about why people tape at
home. Boston Consulting Group was
hired to conduct market research, in-
cluding 550 exit interviews of custom-
ers at urban and suburban record stores
in five major metropolitan areas. Ac-
cording to Personics, the leading rea-
son given by respondents for home
taping, at 33%, was the ability to per-
sonally choose selections. Getting
more music per cassette was also an
important factor ( 23%), as were better
sound quality (15%) and access to
material not currently available at most
retail outlets (8%). Less than 22% iden-
tified cost as their primary reason.
Thus, more than 75% expressed needs
that could conceivably be met by some

sort of customized taping system.
What Garvinand his associates devel-
oped to meet those needs is a music
archive and duplication system for
placement in record stores. It is essen-
tially an optical disc juke box linked to
ahigh-speed cassette deck and directed
by a specialized control and account-
ing computer. It will allow a record
store employee tocreate a customized
cassette on the spot by entering a cus-
tomer’s choice of songs from a catalog
of up to 15,000 selections. And it will
also allow the owners of the chosen
songs/performances to be paid royal-
ties for each recording made. “Our
goal,” says Garvin, “is to recapture for
the industry a large chunk of the rev-
enues being lost to home taping.”
Naturally, it is important for Garvin
to position himself as a champion of
record industry interests, because Per-
sonics will depend on cooperative rec-
ord labels from whichto license mate-
rial. For the same reason, the company
has positioned its product to allay any
concerns that the introduction of the
service, scheduled for full national
roll-out in early 1988, will have a nega-
tive effect on the sales of complete
albums. The consumer’s cost for the

custom cassettes, according to compa-
ny literature, is “likely to exceed the
price of an album. The slightly higher
pricing allows regular albums to re-
main fully competitive. The Personics
System will draw more customers into
record stores, and while they are wait-
ing for their tape to be made, they will
be browsing—and hopefully buying
—other music on display.”

with arguments like these, Garvin
apparently hopes to convince the rec-
ord industry that Personics is not an-
other new threat but rather a blessing.
And at least two major international
players in the music business have
evidently been, intrigued by the sys-
tem’s possibilities. In late 1985, Thorn-
EMI led a $3 million funding consor-
tium which allowed Garvin to pull
together his management and design
team, and more recently, the Warner/
Elektra/Atlantic group have announced
their participation. Crucial among
those who have since labored torealize
Garvin's initial idea is Tom Sharples,
vice president for engineering. Shar-
ples was reached at Personics for the
following interview:

Mix: Where does the musical material

TECHNICAL EXCE

ENCE & CREATIVITY

THE 1987 TEC AWARDS

Mix magazine cordially invites you to
the Third Annual TEC Awards celebra-
tion honoring Technical Excellence
and Creativity in the professional
audio industry.

Friday, October 16, 1987
Manhattan Center Ballroom
311 West 34th Street, NYC
6:30 to 10 p.m.

For ticket information, call or write to:

Penny Jacob, Executive Director, Mix Publications, 2608 Ninth Street, Berkeley, CA 94710 (415) 843-7901
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used come from, and in what form do
you receive it?

Tom Sharples: We obtain our mate-
rial on a variety of source formats. Nat

urally, we prefer to get PCM 1610/1630
masters. We can also use analog reel-
to-reel or CDs. Most of the places that
we get our music from are set up with
1610, and have been able to give us
direct dubs off of 1610 safety masters.
When requested, we will actually send
our pre-mastering engineer to the rec-
ord company in question to supervise
dubbing. QC is done on site as the
material gets transferred because we
want to make sure we get the best
possible master we can.

Mix: The present day production proc-
ess usually means that the producer is
involved in sonic enhancement and
modification all the way through mas-
tering. Thus, the EQ'd masters made at
the mastering session often represent
the final version of how the material is
supposed to sound. Do you work from
EQ'd or flat versions of the master?
Sharples: We work from non-EQ'd
masters as much as possible. We will
do a very minimal amount of EQ if it
turns out to be necessary. We don’t do
a great deal of processing or limiting
or things of that sort to the incoming
music. Generally, unless it is extreme,
our cassettes can handle it in its origi-
nal form. So we try to pass it through as
unprocessed as possible. We don't
have the luxury of having the producer
here when we do the pre-mastering,
SO we are very cautious about doing
any processing. A couple of times we
have taken EQ’d masters, and we have
been happy with them, but generally
we try to avoid getting the ones that
have been EQ'd for mass-produced
cassettes specifically, because those
often have greater restrictions on fre-
quency response and dynamic range
than is necessary for our process.

Mix: What happens when you get the
material back to your pre mastering
facility?

Sharples: First we Dolby B-encode
the signal, since our destination is cas-
sette. Then we run through a special
digital encoder that we codesigned
with Dolby Labs, which gives us greater
sampling efficiency than conventional
16-bit pulse code modulation. It allows
us to record several times as much




music for a given amount of data stor-
age capacity. We run the output of our
digital encoder into a specially de

signed computer system which con-
tains about a gigabyte of Winchester
disk drive storage. The computer has
software that we've written for editing,
random access and other functions of
that sort. It allows us to organize the
data for at least 60 or 70 songs in terms
of how it will appear on a particular
optical disc. This ends up being dig:
itally transmitted from the computer
over to a modified 1610 digital record-
er. Then the 1610 tape gets sent out of
house to be turned into one of our
special optical discs.

Mix: The special digital encoder you
refer to is described in your literature
as “an adaptation of Dolby’s Adaptive
Delta Modulation (ADM) System.” De-
scribe the characteristics of ADM in
greater detail.

Sharples: The ADM system has a
major advantage over conventional
delta modulation, because it has two
side chains of datawhich appear at the
decoder 10 milliseconds before the
main data stream. This allows the de-
coder to get set up for the information

that is about to appear. This means that
you don't have overshoot, pumping,
breathing or other oddball effects that
you can get with conventional delta
modulation. It is a system which is the
equal of PCM in every respect except
that the dynamic range is only 80-odd
dB rather than 92 dB. That is fine for
cassette tape. It has full frequency re-
sponse from 20Hz to 18.5kHz. And, in
fact, the dynamic range of ADM could
be increased to that of PCM by giving
up more data space. The advantage of
ADM is that it takes less memory space
for a given amount of music.

Mix: Describe the discs that you are
having manufactured for use in the
system.

Sharples: They are injection-molded
discs similar to CD-ROM, except that
the data format is completely differ
ent. Each one contains all the music
data along with all the catalog in
formation.

Mix: What components make up the
in-store duplication system, and how
will it operate?

Sharples: It contains the archival op-
tical disc playback system, which is a

disc jukebox, a specially designed con

trol computer, a de-multiplexer/de

formatter board, which takes data from
the discs and converts it back into the
ADM format, a high-speed D/A decod-
er, and a Nakamichi-designed high

speed single cassette recorder.

The tape is recorded in the shell,
without direct operator-loading of the
tape into the cassette drive. The ma-
chine has a loader/flipper mechanism
which does that for you. We are cur
rently using Mark 10 shells with TDK:
SA tape. We are very happy with the
results.

Mix: At what speed are the cassettes
actually recorded?

Sharples: We can currently do an
album length of music in about five
minutes. That's not a hard limitation,
but there is a soft limitation, so to
speak, in terms of the cassette deck
and in terms of the D/A conversion.
We are very, very comfortable with the
way the product is coming out at the
speed we are currently using. We don’t
feel as comfortable yetat higher speeds
in terms of product consistency. But
we expect to be able to increase the
speed in the future.

— Mic pres. Line amps.
Power amps & Distribution amps

Bverything Audio
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Mix: What are the speed relationships
occurring at the various stages of the
process?

Sharples: The music is being encoded
into our pre-mastering computer in
real time. The transfer of data to the
tape that will be used by the disc manu-
facturer does not have to occur in real
time. On the playback side, we have
the equipment set up so the data rate
coming into the D/A converter is ap-
propriate to the higher multiples of
speed at which we are running the
cassette.

Mix: Accurate high-speed D/A con-
version seems to have presented a
formidable challenge to those who
have sought to bring digital masters
into the high-speed cassette duplica-
tion process. How does the Personics
System deal with this problem?
Sharples: First of all, we're not using
PCM. With ADM, the amount of data
that has to be transferred for a given
amount of music is less. We're several
times as efficient as PCM, so we don't
have to move as many bytes. Secondly,
we're not running at as high a speed.
We're not running at 64:1.

Mix: How do royalties from the sales
getproperly attributed to the licensors
of the material?

Sharples: We have a full accounting
system which allows us to track each
and every tape that we make on an
individual basis. Each tape has an as

signed serial number which gets print

ed on it by a laser printer. So, for
example, a record company executive
could go toastore and buy a tape, and
then check his report at the end of the
month and be sure that we had actu-
ally paid him for it. We have a central
system which is essentially a data mul-
tiplexer which is set up to call every
system in the field and download all
the sales information. We can also keep
track of the trends of which songs are
selling and things of that sort.

Mix: What sort of printed materials
does the customer get to go along
with the cassette?

Sharples: The laser printer is used to
make multi-colored J-cards and high
resolution labels for the cassette. Ifthe
user wants, he can even personalize
the tape to the extent of putting his

own name on the label.

Mix: The projected capacity of the sys-
tem is 15,000 songs. Who will choose
the songs that are to be made available
to the customer, and what criteria will
be used?

Sharples: Initially what we are doing
is concentrating on a selection of the
top 2,000 songs of the last 20 years and
newer material chosen by the partici-
pating labels. By the time we are done
pre-mastering those, we expect to have
an A&R person whose job it will be to
make those types of decisions. We
hope to have a good cross-selection of
not only top hits and oldies but also
interesting material from independent
labels and regional music as well. Ini-
tially all the outlets will be provided
with the same material, but then we
expect to expand and give the outlets
more individual materijal.

Mix: Will the outlets actually be able
to request that certain material be
placed in the system?

Sharples: I think, eventually, yes. We
have not thought about that a great
deal because we are still involved with
the initial selection of songs right now.
We have to go through a fairly involved
process to get approval from record
companies and publishers to put a
song on the system. It's a pretty hor-
rendous negotiating task to get the
rights to all this music. But we have
one real advantage, which is that the
cost to put any particular song on the
system is relatively low. It costs record
companies a lot less to put a song with
uncertain sales potential onto our sys
tem than to use a conventional distri-
bution technique.

Mix: How will you ensure that new
releases are available when they are
hot?

Sharples: We propose to update our
selection biweekly. That's about our
turnaround time for an optical disc
with new material. We expect to have a
few thousand songs which will always
sit there and that we won't have to
change very often. Then there will be
current material which will rotate in
and out of the system depending on
the wishes of the record companies.
We will have some material that is not
available for compilation, but that is
available for the “cassingle”—two to
four songs on a short tape at a reduced
price.




Mix: What effect would you expect to
see on the sales of complete albums,
whether in LP, cassette or CD form, if
Personics really takes off?

Sharples: We don’t expect to see a
negative effect. The bulk of the mate-
rial is going to be older than six months
or a year, when the album sales have
already peaked. We give people a
chance to get the single songs that
they want without having to borrow
records from their friends and make
tapes at home. It is not to anyone’s
advantage to cannibalize record sales.
Inall likelihood the record companies
are going to give us brand new mate-
rial only for a single song offan album
at any one time, or after the album
sales have peaked.

Mix: Has consideration been given to
the possibility of developing a version
of Personics that will create DAT tapes?
Sharples: We have considered it,and
for the time being we have decided
not to do it. One of the advantages
offered by Personics is the ability to
have the tape made much faster than if
you were doing a real-time recording.
We do not think it is going to be prac-
tical to electronically record DAT at
multiples of real time. Sprinter type
systems use electromechanical [con-
tact print] rather than electronic tech-
niques. So even if it were practical to
have a Sprinter in every record store,
there is no way you could have the
master material for 15,000 or even 100
selections available for Sprinter type
duplication. However, we are not turn-
ing our backs on digital output media,
although I can’t say any more than that.

Mix: In how many outlets are you
hoping to place Personics Systems
within the first year or so after intro-
duction?

Sharples: There are well over 10,000
record stores in the U.S., but we don't
propose to be in every one of them.
They are not all appropriate places for
us to be. There are something on the
order of 3,500 that are appropriate
targets for our system in the first sev-
eral years, and we intend to hita signif-
icant percentage of them. We have al-
ready had successful negotiations and
signed contracts with two of the major
chains. ]

Philip De Lancie is a mastering engi-
neer dt Fantasy Studios in Berkeley,
Cdlifornia.

Ways To Duplicate Your
Master Audio Tape For

Demos Or Retail Sales
AUDIO CASSETTES:

Eva-Tone is a full-service supplier, offering duplication,
labeling, packaging, additional printing and complete
mailing services. Write or call for your

frze copy of ‘“‘Cassette Talk,” our

newsletter complete with informa- &g .
tion, specs, layout sheets and prices. \Q) o '

SOUNDSHEETS:
Use these thin, flexible vinyl recorded V5
discs as audio pages in magazines, as
direct mail inserts, as handouts at
concerts or trade shows, or even as retail products. Write
or call for your free copy of our Soundsheet Idea Kit,
complete with information, samples, specs, layout sheets
and prices.

PRINTING & MAILING:

Ask your Eva-Tone Representative about our commercial
printing and mailing services, too. We just may be the
full-service promotional supplier you've been looking for!

E\ATO

INCORPORATED

P.O. Box 7020-MX, Clearwater, Florida 33518-7020
Toll-Free 1-800-EVA-TONE (In FL: 813-577-7000)

Circle #194 on Reader Service Card

One Stop Service
Quality Products
Timely Deliveries

Let the quality of your graphics
reflect the excellence they can
expect to find in your music.

Stoughton Printing can provide
all your record and video related
printing and packaging. Direct
board record jackets, 7 and 12
inch sleeves, labels. The finest in
UV Coatings. All done in house.
CD booklets and inlay cards,
posters, box wraps and any other
graphic material you may need to
promote your products.

If it’s worth doing, it's worth do-
ing right. Come to the source....
We're there when you need us.

stoughton prINTING CO.

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

Quality Printing For The Record Industry Since 1965

© 1986 Stoughton Printing Co.

Circle #195 on Reader Service Card
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—I'ROM PAGE 110, SHAPE OF THINGS

of digital, but eventually it'll take over.
We all need a lot more education about
it, because it’s not fair to discuss digi-
tal in analog terms. The control room
should be like a single-lens reflex
camera — when you look through the
lens, your eye sees the same thing that
the film will see. You can put whatever
distortion lens you want on it, and
what you see is what you get. That's
what I want to do with control rooms.™

Jobn Storyk: “We'll be building re-
mix rooms, customized recording
rooms, ‘the MIDI room,” with more
playing in the control room and a much

smaller studio. We'll have to redefine
the control room. There’s some indi-
cation now that there will be panel-
ized acoustical materials, pre-fabricated
stuff. Variable acoustics won't make
much sense in small rooms, with so
much direct and electronic work. 1
don't think you'll see tape machines;
there’s no reason to have them as soon
as there’s some kind of standardiza-
tion in disk recording. There's no rea-
son to have the tape moving. We'll edit
electronically, with stuff digital from
start to finish.”

Alan Fierstein: “It’'s questionable
whether people will continue to use

—FROM PAGE 103, DIFFUSE IT

has taken a back seat to electronics.
Even acoustical consultants have
been tempted by the black box
mentality. Churches use electro-
acoustic systems that artificially gen-
erate reverberance. But there’s no
substitute for an acoustical solution
to an acoustical problem, and peo-
ple are starting to realize that the
rooms can act for us.

“With proper acoustic treatment
in a2 room, you can generate sur-
round sound withoutspecial speak-
ers. Acoustical treatments offer a
more ideal listening environment.
I'm not saying we've solved every
problem in the control room, but
determination of the reflection-free
zone in the front and use of RPG
diffusors in the rear have elevated
control rooms to 2 more consistent
state.

“I think the flirtation with elec-
tronic aids will continue,” adds
D’Antonio. “Yet it's like using mari-
tal aids—if you don’t have a good
relationship, it's not gonna work.
Some devices will be successful, but
more so when coupled with acous-

Some RPG
systems—on the [y;
floor (Lto R) are W

two 2x2 Abffus- IR\
sors, a Triffusor | ==
(mountedon a
lazy Susan), an
oakwood
1925W QRD Dif-
fusor, and a 2x2
Diffusor.

tical treatment.”

Today, D’'Antonio seeks to im-
prove acoustics in the studio. One
thing he’s trying is a wall of diffu-
sors as a natural reverb chamber.
“The advent of digital recording
pushed the studios back to their
early state, when the studio had its
own acoustics that you tried to use
in the recording. Plus, many things
are starting to get recorded in ster-
€0 again. Ambience and spacious-
ness have really come back into
consciousness, instead of having
the studio be really isolated and
dead. And, with digital recording
especially, you need to do as much
asyou can while the sound is being
emitted, rather than worrying about
it later on.

“Right now I'm doing basic re-
search. We're developing proce-
dures to measure things, such as
reverb and speech intelligibility.
We also want to find new products
to strengthen our relationship with
the acoustical consulting commun-
ity, and provide them with a metho-
dology so they can do their jobs
better.” —Linda Jacobson
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designers and have customized instal-
lation of materials in a room, or will try
to design by using ‘do-it-yourself
canned acoustics, packaged acoustical
units like absorbers and reflectors,
made by specialized manufacturers.
Consoles and outboard equipment
might be smaller, and external EQs,
gates, effects processors, etc., will be
remotely controlled from the listening
position with a control box that can
access every device individually—it
will be to auxiliary equipment what
MIDI isto synthesizers. We'll have dig-
itally assignable analog equipment. 1
don't think control rooms will get
larger, because it won't be possible to
have large loudspeakers that sound
accurate in more than one or two loca-
tions in a large room. We'll see a return
to live recording. Manufacturers will
try to produce equipment that emu-
lates live recording, as ludicrous as it
sounds.”

Vin Gizzi:*“The control roomwon't
be any larger—that’s a question of
real estate more than anything else. As
long as studios stay in the major cities,
they'lt fight to keep size to a minimum.
However, useable space in the control
room will be larger as more equip-
ment is housed outside, in less expen-
sive real estate that doesn’t need to be
acoustically isolated. There will be less
need for all that gear to be in the room,
because you'll control all the parame-
ters from a small digital console; no
more big console bouncing early re-
flections into the mixer’s ears. There’s
no question that tapeless studios, dig-
ital storage and random access editing
is the way we'll go.”

Russ Berger: “We'll see a shift in
facility activity from the major markets
to a2 more regional level. The studio
that will last will combine an appropri-
ate facility with marketing, business,
and engineering skills, and provide a
talented, personable staff. The TEF
measuring technique affords us a won-
derfully detailed view of our acousti-
cal world. Its full impact on the audio
industry is yet to be felt, and I'm ex-
cited that there’s still so much left to
discover.” ]

Mix assistant editor Linda Jacobson
runs a technical writing service based
in San Francisco, and holds a BS in
Jjournalism from Boston University.
But she still lapses into Brooklynese
when tired, and when interviewing
New Yawkers.
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CLASSIFIEDS

Acoustic
Consulting

ACOUSTIC SPACES INC.
Design, Construction, and
Electronics services. Affordable
consulting and residential rooms.
We don't just self you a design, we
get you up and running! Just built
Blackwood Recording.
Nationwide—Call (914) 331-1726.

NEED ACOUSTIC MATERIAL?
PAYING TOO MUCH
FOR BRAND X?

Send for your free brochure:
db Foam Home, Inc.
7002 Colony Drive
Madison, WI 53717
"Acoustic wall-covering at a
down-to-earth price.”

Employment
Offered

TECHNICAL WRITER

with musical/electronics back-
ground to write operators and
service manuals and other
product-oriented material.
Please send a sample and
history of earnings to:

Jitr

PERSONNEL DIRECTOR
P.O. Box 2898
Meridian, MS 39301

AUDIO ENGINEER for 2-track mas-
tering to oversee bin-loop cassette
duplication. Pleasant, relaxed work en-
vironment. Send letter or resume to:
GRI INC.
Attn: Jonathan Parker
PO Box 41, Ojai, CA 93023

MAINTENANCE DEPARTMENT
TECHNICIAN

Major NYC music studio; SSL/Stu-
der combo; 1-2 years studio exper.
pref.; exc. working cond. w/full bene-
fit pkg. Career opening. Contact Si-
mon Andrews—Right Track Rec.
(212) 944-5770.

Equipment

VINTAGE TUBE MIKES
Call Bill Bradley
(312) 7511216

New Used & Demo Soundcraft
Neotek, Otari, Akai, Klark-Teknik,
dbx, E-V, LEXICON. USED NEO-
TEK CONSOLES, microphone sale,

over 200 mics in stock. E-V, AKG,
Beyer, Sennheiser, etc. New E-V
N-DYM mics in stock. Call Pyramid
Audio Inc (312) 339-8014.

Call Us Last!

48 TRACK CONSOLE:
Sphere Eclipse C—48 inputs, out-
puts, & monitor, plus 12 returns.
Automated, 4-band parametric EQ,
plasma meters—many other fea-
tures. Asking $75,000. Call Arthur
Stoppe at Sigma Sound, (215) 561-
3660.

API CONSOLE
Original Sound Factory Studio A
console. 28 input, 16 bus, 24 moni-
tor. 2520s & 550A EQs. $27,500.
(213) 467-2500.

SIDEREALKAP. The SiderealKap
was designed from its inception to
be the finest sounding capacitor
available for audio today. Find out
what the music lover's capacitor
doesn't sound like. Free literature
and price information upon request.
Dealer inquiries invited. SIDEREAL
AKUSTIC, 1969 Outrigger Way,
Oceanside, CA 92054, (619) 722-
7707.

NEW, USED, DEMO SALE
RECORDERS, CONSOLES,
OUTBOARD EQUIPMENT
Soundcraft 2400LED 28x24,
200SEQ 243X4, Trident 24, Tas-
cam MS-16, 80-8 w/dbx, Roland
D-50s, S-50, JL Cooper, MIDI-
Paint, Performer, Jambox 4, UREI
813C monitors, Yamaha SPX90,
DMP7, NS-10M monitors, Tascam
MS-16, -8 w/dbx, dbx300 w/type
Il NR, loaded Scamp rack, JVC
3%4"-12" video.

E.A.R. PROFESSIONAL AUDIO
(602) 267-0600

24 TRK: $19,800. 16 TRK: $5,900.
British-made ACES equipment fea-
tures 24 TRK, 2", 30&15 ips, 50%
vari, remote, a solid deck. 32 input,
24 subgroup mixer, $13.7k. 16 TRK
2", built-in NR, ind. bypass, O-
search, nice! 2 YR warranty. Factory
distributor ROCK STUDIO SUPPLY,
Box 5997, Norman, OK 73070, (405)
329-8431.

USED EQUIPMENT
Bought & Sold

Summit
Audio

Inc.

P O.Box 1678
Los Gatos

CA 95031
408-395-2448

Rg]iq ble

on exceller

Mausic

quipment in &
hands-on environment We have o pro
gressive expenenced sales stoH foctory

ompettive

704/375-8662

SIGMA SOUND STUDIOS
GREAT EQUIPMENT BUYS:
2, 4-trk recorders, synchroniz-
ers, hi speed dupe equip plus

lots of audio processing gear.
Call or Write:
212 N. 12th St, Phila,, PA 19107

(215) 561-3660

KURZWEIL, AKAI, TANNOY &
AUDIO-TECHNICA. Best prices on
the new Kurzweil 250 & Akai
MG1212. Complete studio and sound
system packages available. New &
used, buy and sell. SOUND ADVICE
(205) 592-4555, (800) 826-6552.

IF YOU'RE NOT USING IT
—SELL IT!

Your national clearinghouse for
used audio and video! Call for
free copy of our latest listings,
or to list your used gear free.

The Bertech Organization
Call toll free: (800) 992-2272
In Calif. call: (818) 909-0262

THINK BERTECH FIRST!

LEASE/BUY/SELL

Great prices and great service on
over 200 lines including Otari,
Harrison, Soundcraft, Tascam, JBL,
Lexicon, AMS, Akai, Fostex, KT,
dbx and all the rest for the best in
new or used. Call for our latest
listing. AVC SYSTEMS (800)
323-0281, in MN call (612)
729-8305.

41trk, 8 trk and MIDI studio gear. Best
prices—courteous, knowledge-
able staff. Most major lines of pro
audio keyboard and studio equip-
ment. Call our toll free watts line 1-
800-354-7252 when you're ready.
Mike, Bill, Terry or Marty.

World's Best Prices on quality used
equipment. Super savings on ATR-
100 and multi-track heads. We buy-
sell-trade. Geton our mailing list and
buy where the pros SAVE. AUDIO
VILLAGE, PO Box 4692, Palm
Springs, CA 92263, (619) 320-0728.

MCI/SONY PRODUCTS
JH-24 recorder, MXP-3000 mixing
console, ARR 5003 center track
recorder, Sony PCM-3324 digital.
Cash, lease or finance—Quick serv-
ice call Dick McCalley (612) 866-
1868.

Westlake studio monitors, MegaMix
console automation, Yamaha NS-
10M reference monitors, Yamaha
SPX90 effects processor, call Dick
McCalley at (612) 866-1868.

STUDIO FINANCING and leasing
plans for qualified buyers. Quick
service, 36-60 month terms. 5K to
200K—for information call Dick
McCalley at (612) 866-1868.

32x24 SOUND WORKSHOP SE-
RIES 34 Automated console, full
ARM.S. Automation, 2 yrs. old,
stereo solo-in-place, grouping, fader-
flip, max. patch points, very clean &
EC, used in home studio. Bob (312)
682-9735.

MCI JH-24 16-trk 2" recorder, exc.
condition, $15,000 or b/o—3yrs. old.
Studiomaster 16x16x2 recording
console exc. cond. $3,500 or b/o.
For more information & our com-
plete list of new & used studio
equipment, call POWER RECORD-
ING STUDIOS (216) 238-9426.

We have lots of used Showco PA.
speakers, components, raw drivers
& misc. electronics for sale.
PACIFIC MUSIC
3829 Bluegrass Lane
Ft. Worth, TX 76133
(817) 924-5152

DO YOURSELF A FAVOR

If you're ready to buy any type of
recording gear or musical instru-
ment, do yourself a favor and call us
before you buy. We have most name
brands at some of the lowest prices
you'll find anywhere. Call us before
you buy, you won't regret it. (318)
234-5021.

Trident Series 75 console 28x24, 8
sends, 4-band EQ, EQ on monitors,
1%2-yrs-old, exc. cond. $21,900. Call
(201) 653-6389 or 653-6729.

NOW IN STOCK
SONY PCM-F1 Digital Processor

1987 Prod. Models. First come
first serve. SONY JH-24 24-trk
Recorder New & Demos avail.

STUDIOWORKS

1-800-438-5921

(NC) (704) 375-1053

Amek/Tac—Matchless 28x24, load-
ed, 4 months old $18,950; Tascam
MS-16, $8K w/locator; MCI JH-24-
AL, $17,950; Otari MTR-12C (like
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new) $5,995; Otari MK-Iil-2 $2,300;
Sony 5002, $3,900—exc. cond,
Tascam model 15, 24 chn. $3,900;
Tascam 52 $1,799; Kaypro Il $600
{C/PMj; Otari MK-III-8, one year old,
$3,600. OPUS Equip. (312) 336-
OPUS.

SONY AVAILABLE now-—MXP-
3000 Recording Console, MXP-
2000 Production Console, JH-24
recorder with autolocator, APR-
5002 Analog Master recorder, APR-
5003 Center track recorder. All new
and in stock, many other lines avail-
able (313) 455-5557.

3M M-79 TAPE HEADS
IN STOCK 16- & 24-TRACK 2"
We stock tape heads 4" thru 2" &
spare parts for most recorders
(800) 553-8712 or (800) 325-4243
CA, (818) 994-6602, Telex: 754239,
Sprague Magnetics, Van Nuys, CA

OMNI SOUND AND
VIDEO INC.
Telex Wireless
JBL Lavalier Microphone
Bose System $699
Kloss —
Crown Biamp 1624
Fostex 16 x 4 x 2 Mixer
Yamaha $2195
Mitsubishi —
Cinema Beam Shure SM-58
$109

Orders (USA) (800) 443-7058
Orders (NC) (800) 662-3401

‘ Info and Catalogs

‘ (919) 876-8432

P.O. Box 58126
Raleigh, NC 27658

MCI 24-TRK—2-TRK HEADS
IN STOCK
We stock tape heads 4" thru 2" &
spare parts for most recorders
(800) 553-8712 or (800) 325-4243
CA, (818) 994-6602, Telex: 754239,
Sprague Magnetics, Van Nuys, CA

SACRIFICE! Scully 280 2" 16-trk
recorder, 15/30 ips, with sync master
remote. Excellent condition—$5,000.
Necam | system w/48 faders $30K.
Call (212) 925-1365.

PCM-501-ES & PCM-701ES n stock!!

PCM-F1 & PCMO0IES - Call for info!!

We have the first DAT recorders avai
in the U.S. Call for brochure & pricing

Absolutely the tinest wire for Pro use
Studios or musicians: This new technology
will make an audible difference!
Micro Seiki Turntables
SAEC Tonearms - Cartridges
Audio Gallery 213) 8§29-3429

2118 Wilshire BLL, Santa Monics, CA 90403

Specialists in
Audio Equipment

Rent or
Lease All
Brands

WE TAKE
TRADE-INS!

PMI, Inc.
567 N. Market St.

Wooster, OH 44691
(216) 262-1518

NOW YOU CAN HAVE
AFFORDABILITY
AND
PROFESSIONAL
QUALITY.
ACES OF ENGLAND

HAS A COMPLETE LINE
Sound OF
Professionals erroressionat
MADE BY RECORDING
ACES
OEIENGIAND EQUIPMENT.

A 24 TRACK - 2 INCH RECORDER,
303151 PS..50% VARIABLE &
REMOTE FOR $19,800.00

A 32 CHANNEL INLINE CONSOLE. 5
AUX. SENDS WITH BUILT IN PATCH
BAY & STAND FOR $13,750.00

FOR OUR COMPLETE  DISTRIBUTED BY

CATALOG CALL OR WRITE

12161238 9426

13453 HOLLO OVAL

kcuvnmo OHIO 44136

S

ISOLATION
WITHOUT DEGRADATION
The Best Audio Transformer

@ Wide bandwidth

& No overshoot or ringing
a Flat group delay

@ Low hysteresis distortion

jensen transformers
10735 Burbank Blvd. - North Hollywood, CA 91601
(213) 876-0059

Visitors by appowmntment only Closed Fridays

SYNCLAVIER il
(8) voices w/terminal (build from
here). $10,500. AMPEX AG440-B 1"
8-trk rec., $4,500. DALQUIST DQ-
10 speakers $700 a pair. Best offers.
Call Audio Engineer Cleveland Inst.
of Music—(216) 791-5165.

AMPEX MM-1000 16-trk recorder,
15/30 ips, w/full remote, autolocator,
VSO, manuals, cables, parts, extra
neads, hardly used and in great
condition. $7,200. (216) 741-1400
after 11 a.m. Ask for Dave.

MCI 24-B JH-100 24-track w/autolo-
cator ll. New capstan motor. New
Aromatic gas-filled cue relays. Paral-
leled remote plug for video lock.
16-/8-trk head blocks avail. $18,900
or b/o. (416) 968-2306.

SPEAKERS FOR SALE. UREI 815A
monitor speakers—$3,000 or b/o
[615) 269-5183.

- old. Available September.

Scully 280B w/remote " 2-trk
$925 Q.Lock 3.10 w/Studer MCI
multi-track and JVC video lockup
Otari MX5050B 2" trk-6 years old
$995. Contact Right Track at (212)
944-5770.

BTX SHADOW 4700 w/Cipher read-
er generator $6,000, dbx300 Rack
w/(3) 903; (3) 904; (3) 905 $2,250,
REVOX A-700$1,000, TEAC Model!
5 $700. Call Joel: Days (914)
338-7151.

FOR SALE: NEOTEK 3C 36-input
console 25K or b/o. Call (301)
628-7260.

BRITISH AUDIO
FOR SALE
USED CONSOLE AT
BRITISH PRICES
SAVE THOUSANDS
(813) 238-3900
(011441) 390-4535

CHUNG KING EQUIPMENT EX-
CHANGE. Neve 24x8x4 80 Se-
ries—$25K; Neve 36x24x24 Class
A Series—$32K; Neve 16x4x8—
$16K; Neve BCM 10 10x2—$8K;
Neve 56x24x24—b/0; (4) 8-channel
Neve racks—$7K ea; (2) 4-band 8-
channel Neve racks—$9,800 ea.
AKG C28 mics; Neumann tube mics
{4) Tube-Tech PE1A for $950 ea.;
Neve 8128 w/ or w/o Necam—b/0;
Neve 4-band 1093 EQs—$1,850
ea,; Neve 2254A comp./lim.—~$1,100
ea., Tangent 3216 b/o; and more.
(212) 219-8485.

NEW ENGLAND EQUIPMENT

EXCHANGE

THE ONLY CHOICE

NEVE 32x16x24, $52k; TASCAM
58, brand new, $3k; U47 tube,
sequen. pair, $3.5k; A&H SYN-
CON Ser A, extensive mods,
$12k; SOUND WORKSHOP Ser
30, 28x8x24, $8k; plus PULTEC,
TELETRONICS, and more. Call
for prices/free mailing.

(617) 262-0311

EMT 140 STEREO ‘“‘tube type”
plate reverb, mint condition.

MCI JH16 16-track machine—all
current updates & infrared updates.
Eddie (803) 269-3963.

Synclavier I, new keyboard, velocity
sensitive & 24 FM voices w/stereo.
$28,500. (213) 850-0751.

IDEAL TRACK-LAYING

Neve console in prime condition 32
1/0 modules with famous Neve 4-
band EQ. Separate monitor mix
Necam [l automation. Length 142"
28 meters. 4 L/Cs. 8 aux sends.
$90,000 LANDED U.S. Call Malcolm
Jackson UK now on +44 923
772351 or 720060.

NEVE V60 + Necam 96, 60-input —
modules for 8 main o/p selection on
both channel & monitoring path. 48
groups. 8 aux sends. Bargraphs on
i/p. VUs on 8 o/p. Full film scoring
facilities pre-post Dolby switching 3
Adams-Smith sync modules. Timer.
Ebony & leather surround. 18 mths
Price
£175,000 Stg ex-works UK. Call
Malcolm Jackson +44 923 772351
or 720060.

Like new: Lexicon PCM60 reverb,
Orban 672A EQ, BTX Softouch
controlier, Orban 424A stereo com-
pressor. (415) 285-8800.

CMI Fairlight Mark 11X w/MIDI and
full sound library + system disks.
(818) 880-4077—Andy or Dave.

Soundcraft 400B 24x8 monitor con-
sole w/Anvil case $5,000; (2) Ashly
SC80 4-way mono crossovers, (2)
Ashly SC52 stereo comp./limiters,
{2) Ashly SC33 stereo noise gates—
each piece $300. EAAW. custom
floor & drum monitors. Synapse
Systems (716) 654-9509.

I“AMAZING” |

LOW,LOW PRICES
INVENTORY REDUCTION SALE

Quality Recording & Midi Gear
Digital Reverb & PCM Processors
P.A. Systems & Power Amplifiers
Multitrack Recorders & Consoles
All Equipment New &Warranteed
Major East Coast Audio Supplier

SIS LS N

Great Buys on Rare Equipment

TekCom
CORPORATION |
Mastercard & Visa are Welcome

e 215-426- 6700'

MCi 636 CONSOLE 36x24
Automation, mic patching, plasma
PK meters $32,000. 2-JBL-4430
monitors w/5234 crossover $1,900.
Mcintosh MC2500 power amp
$2,000. Call Eric Pilhofer (612)
374-2690.

AMPEX MM1100 24-trk
16- & 24-track heads, remote, align
tape, manual. Runs good. . .a real
work horsel! $10,000. 144 pt. T.T.
patchbay, b/o. Revox A-77 great
shape $450. (409) 899-9160 or
755-1152.

Ampex MM1200 24-trk recorder,
$14,900, Q.Lock 3.10 synchronizer
$3,500. Ask for John (818) 843-8663.

 PPG SYSTEM
Wave 2.3 Synthesizer $4,200; (2)
EVU Expanders $3,000 ea,; 16-bit
Waveterm $9,000; PRK Processor
Keyboard with MIDI Sequencer
$3,300; 16-bit Hard Drive $12,750.
Will sell separate. (416) 291-9553.

For Sale—Studer A-80 24-trk. Com-
plete head assembly (staggered
erase heads) $2,500. Clay (516)
759-9110.
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SONY DIGITAL
RECORDING SYSTEM

Sony DMR-2000 w/SMPTE time

code; Sony PCM-701 w/Audio &

Design mods 1 & 2 plus error status

tray. Minimal hours use—$10,000.

Call John Arcotta at (303) 444-5035.

KURZWEIL 250 RMX
Private owner. Recently purchased,
never used. $8,500 includes ship-
ping. (617) 489-1352, Leave mes-
sage with phone number.

AKG, VALLEY, APHEX, HAFLER,
LOFT, many more. Select lines,
personal service, discount/contrac-
tor pricing.

REDGRAVE AUDIO

2453 Keystone Road

Tarpon Springs, FL 33589
(813) 937-5987

3M M-56 16-track, rebuilt inside &
out w/remote & mods $7,000;
QUANTEC ROOM SIMULATOR like
new $7,000; EMT 140 stereo tube
plate $2,000. (404) 633-4308.

Great values on Harrison & MC!
consoles. Several machine & con-
sole pkgs. available for all your stu-
dio needs. Blevins Audio Exchange
(615) 361-8429 or 361-5456—Randy,
Tim or Bobby.

MCI PARTS & MACHINES
Special liquidation on those hard to
find older machine & console parts.
Tell us what you want and we'll give
you what you need! Randy Blevins
(615) 361-8429 or 361-5456.

weil, SP-12 and DX7. Matrix 6 and
K-3 libraries coming soon. Stage
Fright Inc., PO Box 237, Dolton IL,
60419 (312) 849-3735.

AUDIO AFFECTS
AMERICA’S MOST
ADVANCED STUDIO
EQUIP. FOR HIRE
(213) 871-1104 (818) 980-4006

DIGITAL DOMAIN
Sony 3324—$750 per day, Focusrite
EQ (6)—$200 per day, Dolby SR
(24)—$225 per day, Sony 3202—
$225 per day, Fairlight Voicetrack-
er—$75 a day, Free cartage within
25 mi. of NYC (914) 638-6978.

Equipment
Wanted

Wanted: Mcintosh, Marantz, Altec,
JBL, Tannoy, Dynaco, Levinson,
Western Electric, Audio Research,
Citation, Telefunken, RCA, Quad,
Rogers, Thorens, EMT, Fairchild,
Langevin, E-V, Dalquist: speakers,
amplifiers, tubes, tuners, etc. (713}
728-4343, Maury, 11122 Atwell,
Houston, TX 77096.

Instruction

BE A RECORDING ENGINEER!
New classes quarterly,
INSTITUTE OF AUDIO/VIDEO
ENGINEERING
1831 Hyperion, Dept. E
HOLLYWOOD, CA 90027
(213) 666-3003

Equipment
Rental =

\ . DesignFx Qudio
l |

DIGITAL AUDIO RENTALS

Specializing in digital tape
machines, reverbs and effects
processors. Technical
consultation included.
(213) 838-6555
Outside CA (800) 441-4415
PO. Box 491087
Los Angeles, CA 90049

On-Call

24 Hours

ELEC.

BASSISTS!
Study With The

"World’s Most Recorded
Bassist in History!"'™

«CAROL KAYE .

VHS VIDEQ - 214 Hr. with Manual
SPECIAL $59.95 ($75 Value)

Quality Video - Quality Education featuring:
Rock, Funk, Pop. Jazz, Motown. Techniques,
Inventing, How To Groove, In Depth Easy The-
ory — Triads, Scales. Cycles, n-V'7-1. Some Stu-
dio Stones, Some Jazz Guitar For Ear Players
and Readers

Beginning Amateurs to Top Professionals
Over 30 vears Teaching Experience (almost 40
vears Protessional Playing)

earn from the Legendary No 1 L A Studio
Bassist Mission impossible, MASH, Kajak, Bill
Cosby Quincvy Junes, Supremes, Mancim
Muhel LeGrand. 4 Tups, Rav Charles, Mankees
lohnny Mathis, Beacn Boys. “Good Vibrations”,
“Feelin Alright”, “Mem'ries”, “Little Green
Apples”, “Wichita Lineman”, etc | From the

599 Eleventh Ave , NYC. 10036
(212) 582-4400
The Best That Money Can Rent
eDrgital Muttitrack  eQutboard Equip
*Time Code Equip *Mixing Consoles

*PA Equip *Walkie Talkies
*Wireless Mikes  #Video Playback
STAGE FRIGHT is cost-effective
RENTALS for CHICAGO LAND.
KURZWEIL 250 EXPANDER and
MID! BOARD, expander has sound
blocks A.B.C.D., also the E-MU SP-
12 turbo drum machine, the new
DX7-IIFD, Matrix-6, and K-3. MAC-
INTOSH sound libraries for Kurz-

Bassist who set the standards to the Bassist
who wants it 4

You Illove this interesting, intormation-loaded
VIDEO Bes

$50.95 . $3 00 Bass Video

Shipping - CA-res C. Kaye
add B tax LJ#; Muorpark Sty
e Studio Ciy. CA Y10
INSTITUTE OF COMMUNICATION

ARTS. Commercial Music Perform-
ance, Audio Engineering/Prod., Vid-
€0 Prod./Sound Reinforcement, Mu-
sic & Entertainment Bus., Communi-
cations, Electronic Music, Music
Theory & Arrang. 2 Yr. Prog/ PT. Stud-
ies. 12-12840 Bathgate Way, Rich-
mond, B.C. Canada (604} 278-0232.

The new summer 1987 Mix Book-
shelf Catalog is now available! Write
or call now for your free copy of the
most comprehensive selection of
books, tape courses, music soft-
ware, SFX libraries, databases and
more.

MIX BOOKSHELF

2608 Ninth Street

Berkeley, CA 94710
CALL TOLL FREE: (800) 233-9604

In California: (800) 641-3349

EDUCATIONAL VIDEOS
2/6/12 hour sound mixing/record-
ing courses: $39, $119, $239; 2 hour
MIDI course $39; Add $5 shipping/
handling for each course. Visa/MC/
check. For brochure: RECORDING
ASSOCIATION, 5821 SE POWELL,
PORTLAND, OR 97206, (503) 777-
4621,

Build Your Own Pro Monitors
32-page, five-part manual dis-
closes design criteria utilized by
major manufacturers of pro moni-
toring systems. Blueprints includ-
ed! $20.00 complete to: Brix Enter-
prises inc., 2419 Richmond Road,

Staten Island, NY 10306,

Maintenance
Services
& Repair ‘
TECHNICAL SERVICE
Soundcraft/Trident/Neve/etc.
Consoles/Mutti-Trax/Amps/FX/etc,
Hard Copy Test Results
TLM Electronics Inc.
343 Manwville Road

Pleasantvilie, NY 10570
(914} 769-6423

RCA MICROPHONES — Repair
service on all models. Complete
sound and cosmetic restoration. 35
yrs. experience with company. ENAK
Microphone Repair, 420 Carew Ave-
nue, Pitman, NJ 08071. (609) 589-
6186.

Music
Products/
Software

ROLAND DEP-5 PROGRAMS
50 exciting programs for the DEP-5.
Ideal for professional or home stu-
dio. Expand your processing palette.
$10.95 for data sheets and detailed
notes. Sardonic Sounds, 15983
Woodland, Dearborn, Ml 48120

Recording
Services

MAKE YOUR SONG AS GREAT
AS IT SHOULD BE
GET YOUR 24-TRACK SONG
RE-MIXED BY A PRO
I will re-mix your song to bring out
the quality only a pro with many years
of experience can. Full complement
of outboard equipment. INC, AMS,

Lexicon, Publison. All work done in
major LA studio completely automat-
ed. The magic’s in the music, so
don’t let your music be trapped
in a poor mix. Send master & demo
cassette along with $800 to Dr. Rob-
ert Sound, 7095 Hollywood Bivd.,
Box 406, LA, CA 90028 (213) 969-
8369. Include complete return ad-
dress and phone #.

— Hamilton Brosious Associates —

STUDIO EQUIPMENT
APPRAISALS

If you need a professional
appraisal of audio/video equip-
ment for insurance purposes,
estate settlements, loan collat-
eral evaluation or any other pur-

pose, you are invited to call us.

Nationwide Service

Digital Transfers and
Editing from:
* Sony DASH, F1, 1630

* CD Master Prep.
* Lacquer cutting

and MUCH MORE. . .
disques SNB mastering
Itee
8400 Cote de Liesse, Ville
Saint-Laurent, Que. H4T1G7
Tel.: (514) 342-8511

Records & Tapes

Disc Mastering and Record Pro-
duction LPs, EPs, 45s—Plating,
Labels, Pressing, Jackets.
DIGITAL NOW AVAILABLE!
THE CUTTING EDGE
Box 217M
Ferndale, NY 12734

(914) 292-5965

Super Low Prices on Agfa, BASF,
Ampex and Mag Media, Bulk Cas-
settes and Accessories. Real-time
and High Speed Duplication. Call
or write for prices and brochure.
TRAXXRECORDING PRODUCTS,
24 Crest Way KC, New Fairfield,
CT 06812, (203) 746-3561.

FACTORY DIRECT
PRICES ON 3M TAPE
& AMPEX TAPE

Discounts available.
We can & have saved you
money! Call us—you'll like us.
We're in the business, just like
you. STUDIOWORKS is also a
supplier of pro recording equip-
ment. (800} 438-5921 & (704)
375-1053.

Best AGFA Prices!
2" Reel = $105.
4" Bulk = $9.50
WORLD CLASS TAPES
(313} 662-0669
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CRYSTAL INC.
DUPLICATED CASSETTES
ASLOWAS 43¢ PLussETur
FULL COLOR CASSETTE INSERTS
asiowas $53.00 Shoenor ren

FULL COLOR GLOSSY PRINTS
S 23‘ SACN
For Framng LOTS OF 1000

HIGH ENERGY CASSETTES
AS W Al

LOW AS
C-62: 28¢ and C-92: 34¢
FULL COLOR POSTERS OR
BROCHURES
asiowas $195.00 renrom
FULL COLOR ALBUMS
58C =Ac prhGuantiry
PHONE TOLL FREE:
1-800-826-6540

TN: 6158430717
8002 Middle Valley Road, Hixson, TN 3734

[ PROFESSIONAL RECORDING

SUPPLIES
We are a major wholesale Dis-
tributor of Ampex, Agfa & 3Mreel
to reel mastering tape (%" to 2").
We also stock broadcast video
tape, assorted reels and boxes,
splicing/leader tape, and pre-
packaged cassettes. We load
bulk cassettes in custom lengths
using a variety of tape brands.
Please call or write for our FREE
catalog.

Advance Recording Products
7190 Clairemont Mesa Blvd.,,
San Diego, CA 92111
(619) 277-2540
Inside CA: (800) 858-1061

“STATE-OF-THE-ART"
“Cassette Duplication Service”
| We offer the highest quality cas-
sette duplication available onfer-
| ric, chrome, or metal tape. Com-
petitive prices and fast turnaround.
When you're ready for the best
call: (219) 936-2015 or write: Cup
Of Water Productions, 13780
12th Rd., Plymouth, IN 46563.

| Outside CA: (800) 854-106

Pl S %
PQUALITY:

'8ASSETTE:'~%
DUBLICATING

Serving Education, Publishing,
Medical and Industry

PRC INDUSTRIES, INC.

422 Madisnn Ave , NOYLNY 10017 212-308- 2300
1500 Rich Rd., Richmond, IN 47374 317-962-9511
(800} 443-2805 FAX: 317 962-1564

( 3M SCOTCH AUDIO TAPES |

Prompt Service—Low Prices
| %" pancakes, "4"-2" reels, acces-
sories, Scotchcarts & cassettes.
Call or Write for Price List
R & M PRO AUDIO
1080 Pacheco, S.F, CA 94116
L (415) 665-8480

REAL TIME

Best Quality Cassettes using Naka-

- | I
[ e D o o -

michi decks only. Custom loaded
Agfa or BASF Chrome. Label andin-
sert printing, shrinkwrap, blank tapes.
SUPERB QUALITY
AT LOW PRICES
Uni-Sette, Inc. 1854 Fulton Ave.,
Sacramento, CA 95825. (916)

485-9534.
STANDARD

ESP
( L/~ PRODUCTIONS

26 BAXTER ST, BUFFALO. N Y. 14207

* AUDIO CASSETTE DUPLICATION
High Quality Real Time

® VIDEO CASSETTE DUPLICATION
All Formats

EASTERN

® CUSTOM PRINTING & PACKAGING
Labels - Inserts - Shrink Wrap

CALL COLLECT

For Free Brochure

(716) 876-1454

ULTIMATE FIDELITY
| The World's largest Nakamichi
real time cassette duplication
system. Full service packaging.
50 to 50,000 aty. Call toll free—
in NO. CAL., {800) 327-AAPX
outside CAL., (800) 323-AAPX
or (707) 585-1132

—Call AAPEX today!

Studios For Sale

24-TRK STUDIO EQUIPMENT
Complete Package Includes: Harri-
son Console, Studer 24-trk, AMS,
Eventide, Lexicon, UREL. Call Jim at

O Acoustic Consulting

O Business Opportunities
O Employment Offered
O Employment Wanted
O Equipment for Sale

Name

Address.

Phone

Card #: -

Signature: _ -
O Check or Money Order #:

48 TRK WORLD CLASS STUDIO
EXCEPTIONALLY BEAUTIFUL
LOADED LARGE AND PRIVATE,
W/house in residential, exclusive
Alpine, NJ, nine minutes from
NYC. $1,700,000. BROKERS or
AGENTS WELCOME. LANDCAS-
TLE. (201) 767-8453.

TASCAM MS-16 1-inch 16-trk M-
520 Console/E-mulll, large selection
of outboard gear and mics. Eqpt
leased to buy, present equity $30K,
will sell for $30K including client
base. Near major freeways, 20 min
to beaches. For details call Richard
(714) 598-7291 or write: 1343 Tierra
Siesta, Walnut, CA 91789.

REC. STUDIO FOR SALE
Turnkey 24-trk facility w/full automa-
tion & effects. Exc. opportunity for ind.
prod., writer/artist or eng. Fully opera-
tional; exc. price. (301) 467-7900.

Miscellaneous

Record label is now accepting tapes

for future roster consideration. Tapes

for this initial review must be re-

I ceived by 10/31/87.

MIDNIGHT RECORDS
_P.O. Box 8387, Berkeley, Ci\ 94707

PUT THE MUSIC INDUSTRY
AT YOUR FINGERTIPS!
THE 1987/88 CALIFORNIA
MUSIC DIRECTORY

0O Equipment Rentals

O Equipment Wanted

O Instruction

O Maintenance Services

O Music Products/Software

| am paying by (Check one.): O VISA O MASTERCARD

Mail to:

Mix Classified, 2608 Ninth Street, Berkeley, CA 94710

(415) 843-7901

Please attach your classified ad copy on a separate sheet,
typed double-spaced or printed out clearly.

O Record & Tape Supplies
O Recording Services

O Studios for Sale

O Miscellaneous

_ Expiration Date

~ Amount Enclosed: $ __

6,500 listings of Booking Agents/
Managers, Radio/TV Magazines/
Newspapers/Rev., Studios/Produc-
ers (142 pg);

THE 1987/88 MUSIC
BUSINESS DIRECTORY
4,600 Record Co's., Distribs/Key

People (100 pg).
THE 1987/88 MUSIC
RADIO DIRECTORY
4,200 Key Stations, All major music
Formats (92 pgs). Directories are
$33.45 each. Special Discount—All
3 for $80.—checks/m.o./Visa/MC
to:
MUSIC INDUSTRY RESOURCES
Box 190
Dept. Mix
San Anselmo, CA 94960
(415) 457-0215—ORDER TODAY.

(TRACK SHEETS )
BOX & REEL LABELS
e Cassette Labels & Inserts
e Drum Machine Sheets
e Alignment Plaques
e Plus many other items
PRINTED WITH
Your Studio Name
Address & Phone
FREE CATALOG
of specialized forms for the
\__ recording & music industries

SrupioforMs Co

Glen Cove, NY 11542
(516) 671-1047

How To Place a Mix Classified

Please print or type in CAPITAL LETTERS and lower case. There are 8 lines to the inch
and approximately 24 CAPITAL letters per line or 32 lower case letters. $70 per inch — 1"
minimum. Additional lines $10 per line. Bold type $10 per line. Black border or gray screen
$10 extra. Logos or display advertising up to 4" will be charged at $85/inch. Multiple insertion
rates available — Call for information. Payment by check, money order or charge must
accompany ad. DEADLINE is the 15th of the month, 6 weeks prior to publication.

Categories Available (Check one.)
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ADVERTISER

A & R Record & Tape
Manufacturing

Aapex

ACO Pacific, Inc.

Advanced Music Systems
(AMS)

Akai/IMC

Alesis

Allen and Heath Brenell
Alpha Audio

Amek Consoles

American Image Productions
AMP Services

Ampex Corporation

ANT Telecommunications
Apex Machine Company
Aphex Systems

APl Audio Products, Inc.
Aries

Sam Ash Music

A/T Scharff Rentals

Audio Images Corporation
Audio Kinetics

Audio Media Research (AMR)
Audio Video Interface
Audio Village

Audioline

Audix

Aura Sonic

Barcus Berry Electronics
(BBE)

Beyer Dynamic

Biamp Systems
Bridgewater Custom Sound
Bryston

Burlington Audio/Video
Tapes

Canare Cable, Inc.

Carver Corporation

Carvin Corporation
Cassette Works

Cetec Gauss

Cipher Digital, Inc.

Circuit Design Technologies
(CDT)

Compusonics

Computer Music Supply
(CMS)

Connectronics Corporation
J.L. Cooper Electronics
CRL Audio

CSE Audio

D & R Electronica

Chips Davis LEDE Designs
dbx, Inc.

DDA, Inc.

Design Direct Sound (DDS)
Digidesign

Digital Creations
Diskmakers, Inc.

DOD Electronics
Downtown Sound

Bill Dykes & Associates
EAR Pro Audio

EARS.

Electro-Voice

Electronic Systems Labs (ESL)
Electrospace

PAGE

25, 44
196
198
235

23

216

163

134
129, 217
1462, 162
& 189
38

205

54

53

61

68

119

121

164

162

51

70

234
85
184

158
244
92
78
78
193
131
79
200
147
229
21
184
224
142
112
180
179
41, 42,
43 & 83
139
71
59
137
2,3
117
118
206

97
11, 210
35
81
111
39
228
188
108
86
7

ADVERTISER

E-mu Systems

Ensoniq

The Enterprise

EvaTone Soundsheets
Focusrite

Forge Recording Studios
Fostex Corporation
Four Designs Company
Full Compass Systems
Full Sail Center for the
Recording Arts

Furman Sound

Future Disc Systems
Gaines Audio

Gold Line

Dick Grove School
Bernie Grundman Mastering
Hardy Company

J.L. Hartley Company
Hill Audio

Hobby Electronics

1CB Audio Company
Industrial Acoustics Company
(IAC)

Infonics

Institute of Audio Research
Institute of Audio-Video
Engineering

J.E. Sound Productions
JBL Professional

The Joiner-Rose Group
JRF Magnetic Science

KCC Audio Video

Kurzweil Music Systems

LD Systems

Lenco Electronics

Leo’s Audio

Lexicon

Lightning Music and Sound
Live Oak Studios

LT Sound

Lude’ Broadcast Engineering
Marshall Electronics

Martin Music Technologies
Mayfair Recording Studios
McCauley Sound

Memphis Sound Productions

MI PALS

MicroSystems

Midi Concepts, Inc.
Midiopolis

Mitsubishi Pro Audio

Mix Bookshelf

Multi-Sonus, Inc.

National Sound & Video
Engineering

NEOTEK Corporation
Rupert Neve, Inc.

New England Digital (NED)
New York Technical Support
Normandy Sound
Northeastern Digital

Ocean Audio

Optical Media

Orban Associates

Orion Research Inc.

Otari Corporation

ADVERTISER

Peavey Electronics

Penn Fabrications

Pi Audio

Power Play Studio

Pristine Systems

Producers Tape Service
Professional Audio Services
Progressive Tape

QCA Record Pressing

QSC Audio Products

64 Quadradial Recording Studio

165
215

28
121
132
224
107
205

17

87

178
90, 91
110

214
181
235

13,77
60
223
141
9%4
176
50
185

26

126
14, 15
161
49
227
174
171
104
152
142
118
57

Quantum Sound Studio
RCA Test Tapes

Recording Workshop
Resolution

RLS Acoustics

Roland Corp US

RPG Diffusor Systems
Russian Hill Recording
Samson Music Products
The Sandbox

Sanken Microphone Company
Showcase Audio Video
Shure Brothers

Signature Music

Simon Systems

Solid State Logic (SSL)
Solid State Micro Technology
Sound Code Systems
Sound Genesis

Sound 1deas

Sound On Sound Recording
Soundcraft Electronics
Soundmaster International,
Inc.

Soundtracs

Spectral Music Corporation
Sprague Magnetics

State of the Art Electronik
Steinberg Software

Stewart Electronics
Stoughton Printing Company
Streeterville Studio

Studer Revox

Studio Consultants

Sun Valley Audio

Symetrix Inc.

Sync Sound

Tannoy North America
TASCAM

Technical Audio Devices
(TAD)

Techron Industrial Products
Telex Communications
Thoroughbred Music

3M Corporation

Time Line

Trident

Tripp Lite

Turbosound

Universal Recording
Valentino, Inc.

Valhala Music

Vertigo Recording

Victor’s Pro Audio

Video Expo
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Maximum Flexibility, in layout and
| design features that reflect the evolution
. of Sigma Engineering.

Built to the Highest Standards, to
which AHB has established its reputation
on... for over 14 years.

esigned for the Working Professional!
The Sigma Series offers you the

Performance

Sigma will satisfy your Current and
Future needs in 16, 24 and 32 track
recording as well as MIDI First
Generation Recording and Sound
Reinforcement Applications.

For more detailed information on the
New AHB Sigma Console, Contact your
Authorized AHB Dealer Today.

fILLEN&SERTH BHREMELL

US.A.
Allen & Heath Brenell (USA) Ltd.
Five Connair Road
Orange, CT 06477 / (203) 795-3594

UK.
Allen & Heath Brenell Ltd.
69 Ship St. Brighton, BN1 1AE England
p- Tel. (0273) 24928 / Telex 878235

3131, CANADA:
S GerrAudio/Toronto
1 i . (416) 361-1667

World Radio H;D:UI,
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WHAT To LOOK FOR
WHEN YOU LISTEN TO A
Pow IFIER.

When it comes to evaluat-

ing amplified sound, seeing is ’

believing.

In fact, when engineers
judge the sound quality of an
amplifier, they often rely on
two precision instruments: the
human ear, and the industry-
standard Transient Intermod-
ulation Distortion Test,
because when measuring
sound with TI.M. what you
see is what you get.

And what you see can be
eye-opening. Amplifiers that
seem to square off evenly
spec. for spec., often perform
very differently under the
scrutiny of T.I.M. Pushed to
their limits, many produce
brittle, edgy or dis-
torted sound espe-
cially during high
frequency passages
and sharp transients.

Many manufacturers
deal with distortion by
using massive amounts
of feedback through a
single overall feedback
loop, placing greater
demands on the ampli-
fier and producing an
inferior sound.

When we built our
new JBL/URElI Amplifi-
ers, we committed
ourselves to designing
the industry’s purest-

JBLUREI folly complementary 6260 Amplifier.

[
Typical Ouasi-¢complementary amp,

Red spikes in the TIM Spectrum reveal the dramatic
differences in distortion output.

sounding amps that would
not only score highest marks
on the T.I.M. Test, but deliver
the truest amplified sound
ever heard.

Instead of sloppily force-
feeding massive amounts of

output signal back into input
stages, and congesting it all
into one circuit loop, we've
established operating points
at each gain stage. This allows
signal purity to be maintained
along the entire circuit. And
permits optimized use of the
type and amount of feedback
for each individual gain stage.

In a simple analogy, the
new JBL/UREI Amplifiers do
each signal track right the
first time, so that you don't
have to fix it in the mix.

The result is sound far
cleaner than typical quasi-
complementary and fully-
complementary output stages
only. And far more pleasing
to the ear.

Put JBL/UREI's
remarkable new
Amplifiers to the test
at your local JBL/UREI
dealer today. We're
confident you'll think
it's the finest amplified
sound you've ever
heard. Or seen.

For an informative
Technical Paper on
the unique design phi-
losophy behind the
new ]BL/UREI Amplifi-
ers, please write to:

|BL Professional URE!
8500 Balboa Boutevard ELECTRONIC
Northndge. CA 91329 PRODUCTS

Avadatio m Canacs meough Goud Maranng
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