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EXPAND YOUR HORIZONS

To reach the stars in this business you need two things, talent and
exceptionally good equipment. The AMEK 2500 is State of the Art design
and technology respected worldwide. In the past 12 months alone, we’ve
placed consoles in Los Angeles, Dallas, New York, Nashville, London, Frank-
furt, Munich, Paris, Milan, Tokyo, Sydney, Guatemala City, and Johannesberg.
When you have a great piece of equipment, word gets around. The
“2500” has become an industry standard. It’s everything you want in a
master recording console, and...with the recent strength of the U.S. dollar
versus the British pound, it’s currently at a price that’'s even better than
you expected. But why not find out for yourself? You can get all the speci-
fications and information with just a phone call to one of our dealers...
They’ll be happy to help you “EXPAND YOUR HORIZONS”

AMEK DEALERS:

AMEK SYSTEMS AND CONTROLS, LTD. EVERYTHING AUDIO WESTBROOK AUDIO, INC.
islington Mill, James Street 16055 Ventura Boulevard, Suite 1001 11836 Judd Court, Suite 336
Salford M3 SHW, England Encino, California 91436 Dallas, Texas 75243

Phone 061-834 6747 *Telex 668127 Phone (213) 995-4175-Telex 651485 Phone (214) 699-1203
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“It's ahead of its time,
and that's where l like to be.’

Suzanne Ciani, composer/producer and sound designer. New York

\\| still find it hard to believe how much faster and
easier all of my work has been since | put the
MTR-90 in my own studio.

Tape handling is fast but gentle. Functions

are straightforward. | can create without

fear of ‘waiting for the machine’, concen-

trating on my art, not the buttons.

Because much of my work is synthesized

electronic composition, my demands on the

performance of a machine are some of the

toughestimaginable; to compose just a short

segment of music, | layer hundreds of passes

on the tape. In a completed piece, there's lots

of hours that are accumulated. The MTR-90

takes it all in stride; no tape wear, it holds align-

ment incredibly well, and | can use the outside

tracks without worrying. There's very good

crosstalk isolation which is soimportant to record- ‘,.I

ing electronic music.

I also like the fact that the maintenance has

been minimal.

The MTR-90 was also good news for my accountart. | had

a budget that had to buy more than a multitrack recorder, and the

Otari kept everything in balance — lots of
- headroom in the audio, and on the equip-
/ ment budget.

Otari's absolute commitment to doing
something right is really evident to me since
I've put their machine to the test. And last,
but not least, it's elegant and compact.

These are some of the many reasons |
bought the Otari MTR-90; it's way ahead of its
time.

And that's where | like to be”
Ms. Ciani, principal of Ciani Musica, Inc., a New
York-based production company, is soon to re-
lease her first original electronic album, "New
Waves' on the Victor Musical Industries label. She
holds a Master's Degree in music composition and
has been at the forefront of electronic music for
nearly fifteen years.
— .—-— e ¥ o ]
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Otari Corporation, 2 Davis Drive Advisory
Belmont, California 94002 Member
(415) 592-8311 Telex: 910-376-4890
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8 Thank You

F Ulnited/Western Studios,

for your confidence in Neve and
our Model 8108/56 with NEGAN
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ve Computer Assisted Mixing System

d}]ECAM

Capitol Records ® First NECAM in North America

A&R Recording Pinewood Studios
Automated Sound Queen Village
Axis Sound RCA Records
Danion Productions Ronnie Milsap
Eastern Sound RPM Sound
Electric Lady Rumbo Recorders
Emerald City Skaggs Video
Fantasy Records Soundcastle
Goodnight L. A. Sound City
The Hit Factory Sound Labs
Hollywood Sound Sound Stage Studio
Lion Share Recording Studio 55
Motown/Hitsville United Sound
Muscle Shoals Sound United Western
Phil Ranone Universal Recording
Pierce Arrow Recorders The Village Recorder
Waterstreet

CBS Records ® Latest NECAM in New York

Stll Number One

And determined to keep it that way! Neve introduced the NECAM Computer Assisted Mixing System in 1976,
to be immediately accepted by the recording industry as the only practical computer assisted mixdown system
available. And in 1981, 5 years later, NECAM is not only maintaining but rather advancing its lead on the

competition with the recent introduction of NECAM I1. Ask the artists, the producers, the mixing engineers.

Most of the top professionals in our industry agree NECAM is still the only practical automation system around.

And itis fully compatible with video sound production facilities. Advance with NECAM, and
join the Neve world of Excellence.

Seme of the unique NECAM features:
® Exclusive instinctive update ® Store and recall up to 999 mixes ® Tine independent ® Full auto locate to amywhere
on the tape by 999 point memory ® Compatible studio to studio ® SMPTE tine code based ® No mulfiple pass delay
® Merge mixes/tracks ® Unlimited grouping ® Auto-mute on wind/rewind ® Auto pre-roll ® Up to 64 circuits
with 999 programmable events for trigger of external effects and functions ® Programmable
roll-back and repeat ® Memorized track muting

=
~ Neve

Rupert Neve Incorporated Berkshire Industrial Park, Bethel, Connecticut 06801 Tel: (203)744-6230 Telex: 969638
Rupert Neve Incorporated 7533 Sunset Blvd., Hollywood, California 90046 Tel: (213)874-8124 Telex: 194942
Rupert Neve Incorporated P.O. Box 120907, Nashville, Tennessee 37212 Tel: (615)385-2090
Rupert Neve of Canada, Ltd. 2721 Rena Road, Malton, Ontario L4T 3K 1, Canada Tel: (416)677-6611 Telex: 983502
Neve Elsctronics International, Ltd. Cambridge House, Melbourn, Royston, Hertfordshire, SG8 6 AU England Tel: (0763)60776
Rupert Neve GmbH 6100 Darmstadt Bismarckstrasse 114, West Germany Tel: (06151)81764

December 1981 [1 R-e/p5
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RECORDING STUDIO and CONCERT SOUND
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RECORDING Engineer/Producer is nol
responsible for any claim by any person based
on the publicalion by RECORDING Enginser/-
Producer af matorial submitfed for publication.

Materiel appearing (n RECORDING
Engineer/Producer may nol be reproduced
wilthoul the wrillen consenl of the publisher.

M~

Canirolled Clrcutation Postage
paid at
Los Angeles, Catlformia

Postmasler: Sand tarm 3579
Address correclion fo!

RECORDING Englreer/Producel
P.0. Box 2445
Hollywood, Calitormia 50028
{213) 462-1111
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December 1981
Volume 12 — Number 6

— Contents —

Production Viewpoint —
. . . Dave Mason, Eddie Money, The Babys, Jefferson Starship . . .
RON NEVISON . . . and his flexible production techniques
by Robert Carr — page 34

The Business Side of Production —
SUCCESSFULLY NEGOTIATING THE RECORD PRODUCER’S
AGREEMENT — Part Two: Payments To Producers
by Neuville L. Johnson
and Daniel Webb Lang — page 48

Concert Sound Reinforcement —
SHOWCO . . . Doing The Audio for THE ROLLING STONES
by Robert Carr — page 62

Studio Acoustics and Construction —
SOUND INSULATION AND ISOLATION
PROPERTIES OF FLOATING FLOORS
Practical Engineering for Wood and Concrete
by Michael Rettinger — page 80

Disk Recording Technology —
THE ANALOG DISK — IS THERE LIFE AFTER DIGITAL?
A Roundtable Discussion with Leading Mastering Engineers
by Neil Brody — page 84

Studio Operations —
ELECTRONICS, TROUBLESHOOTING AND MAINTENANCE
The Pre-Distortion Phenomenon
Construction of Linearization and Distortion Analyzer Circuits
by Ethan Winer — page 96

— Views —
Audio/Video Recording —
CASE EXAMPLES FROM BONNEVILLE PRODUCTIONS
— Breaking Into the Video Sweetening Business by Bill Cutting — page 12

THE VISUAL-MUSIC MARKETPLACE
— THE RECORD COMPANY VIEWPOINT by Gordon Skene — page 22

Audio/Video Perspectives: The Copyright Jungle by Martin Polon — page 21

— Departments —
O Letters: “Time Domain Response of Monitor Speakers,” from Edward M. Long;
and “Standardized Powering of Microphones,” from Dr. Gerhard Bore — page 1000
News — page 32 O Digital Update — page 105 0 New Products — page 106 O
Classified — page 115 O Studio Update — page 118 00 Advertiser’s Index —
page 134

— The Cover —
Upper photograph: A prototype Studer digital 24-track machine, and companion
SFC-16 universal sampling frequency converter. Studer’s complete Digital Recording
System will be demonstrated next March at the AES Show, Montreaux.

R-e/p RETAIL SALES DISTRIBUTORS
Copies of the latest issue of R-e/p may be purchased from the following dealers:

O Hollywood, Calitornia — WORLD BOOK AND NEWS,Cahuenga Bivd. at Hollywood Bivd.
OP-AMP BOOKS, 1033 N. Sycamore Avenue

O Sherman Oaks, California — SHERMAN OAKS NEWS, Van Nuys Blvd. at Ventura Blvd.

O Van Nuys, California — SUNTRONICS MULTITRACK, 7760 Balboa Bivd.

0 Upland, California — SUNTRONICS, 1620 W. Foothill Bivd.

0O Westminister, California — SUNTRONICS, 7560 Garden Grove Bivd.

O San Francisco, California — SOUND GENESIS, 2001 Bryant Street

O Seattle, Washington — PRO AUDIO/SEATTLE, 11057 8th St. NE

O New York, New York — INSTITUTE OF AUDIO RESEARCH, 64 University Place
MARTIN AUDIO VIDEO, 423 West 55th Street

0 St. Louis, Missouri — ANTECH LABS, 8144 Big Bend Boulevard

0 Atlanta, Georgia — METRO MUSIC CENTER, 3100 Roswell Road NW

O Minneapolis, Minnesota — AUDIO PERFECTION, 7401 Lyndale Ave South

0 Vancouver, BC, Canada — BILL LEWIS MUSIC LTD, 3607 W. Broadway

O London, England — FUTURE FILM DEVELOPMENTS, 36/38 Lexington Street

0 Hamburg, West Germany — SAITEN & SEITEN, Gartnerstr 109

0 Tokyo, Japan — TRICHORD CORPORATION, Bunsei Building #3, 1F

O Sydney, Australia — FARRELL MUSIC CO., 506 Pittwater Road, Brookvale, NSW

Detalls of the R-e/p retall sales program are availabie by writing:
Cilrculstion Manager, R-e/p, P.O. Box 2448, Hollywood, CA 90028

www americanradiohistorv com
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This Is
Richard
Perry.

He Is The
Producer
Of

More Hits
By

More Artists
Over

More Time
Than Any
Other
Individual
In

Modern
Recording
History.

Richard Perry Masters and Mixes Exclusively on Agfa Tape.

MAGNETIC TAPE DIVISION

The Mastering Choice of the Masters.

Mr. Perry accepts no compensation for his endorsement. December 1981 00 R-e/p7

For additional information circle # 4
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BROADCAST

Serviceability
Major electronic assemblies are
plug-in and easily accessible trom
the front of the recorder, even
when rack mounted.

Quick Change Head Assembly
Converts from one to two to
four channels, or back quickly with no
mechanical re-alignment.

Three Speeds
with Variable Speed Operation
Machines are shipped with three speeds,
7'2, 15 and 30 in/sec. Field convertible to
3%, 72 and 15 in/sec.

[ —
Digital Tape Timer /'/
with Single-Point Search-To-Cue
For accurate timing in hours, minutes
and seconds. Rehearse segments from
exactly the same cue point i
at the touch of a button. !
[
~J
e
D
—
ta/ |1
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PRECISION'

Switchable NAB/IEC Setup
At the flip of a switch, the recorder
converts between NAB and IEC
— setup, including bias and levels as
well as equalization curves.

Microprocessor Conirol
— New tape transport design is under
the full condrol of the micro-
processor system, ensuring safe,
gentle and foolproof tape
handling.

Designed For Editing
Head assembly is wide open for
unequaled accesslbliity. Optional
tape cutter and marker available.
Dump edit ond hands-on-reel
editing modes included.

~

Infroducing the Ampex ATR-800. More features
than ever before in a broadcast audio recorder.

In a busy broadcast environment,
every minute counts. That's why
Ampex designed the ATR-800 with
saving time in mind. With more
standard features than any other
recorder in its class, the ATR-800 is
the perfect choice for the special
audio needs of the broadcast
professional. And recording studio
engineers? Take note.

The ATR-800 was designed for
tape editing. The wide open head
assembly gives you fast, accurate
tape access. Recessed head gate
and transport controls prevent
tape snag. And a contfinuously
variable shuttle, under control of
the microprocessor, regulates
tape speed and direction.

You'll find hands-on-reel and
tape dump edit
modes included for
convenience. The
standard cue
amplifier will allow
monitoring of any
or all channels, right
at the machine
while it's being cued.
And with flexible
transport controls,
you can now mount
them either to the
left or to the right side
of the machine
—whicheverway

you choose.

But the features don't stop
there. You get a quick change
head assembly, a digital tape
fimer with single-point search-to-
cue, three tape speeds with built-
in vari-speed, fader start for
remote control from a console,
simple service access from the
front of the recorder and much,
much more. All standard. And
with a switchable NAB/IEC setup,
the ATR-800 is a true intemational
recorder in every sense of the
word.,

Look around, no other audio
recorder has the number of stand-
ard features that meet the needs
of the broadcast professional like
the Ampex ATR-800. It's shipped
for rack mount
installation, and it’s
available in console
and pedestal
versions as well. Look
into the ATR-800.
Call your Ampex
dealer orwrite
Ampex Corporation,
Audio-Video
Systems Division,

401 Broadway.
Redwood City, CA
94063 (415) 367-2011.
Sales, spares and
service worldwide.,

AMPEX
TOOLS FOR TOMORROW

Ampex Corporation « One of The Signal Companies €

wWwWw.americanradiohistorv.com
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SIERRA/EASTLAKE
DEVELOPMENTS

Pasadena ® Honolulu ® Montreux

2

Variable Studio Acoustics

As the digital age accelerates the tech-
nology of the recording science, we risk
depending too heavily on the gadgetry
available rather than emphasizing the
craft. The journals of the professional ;.
audio industry keep us keenly aware of '
technological advances as they occur. But
what about putting a good microphone in
the right place in a good room?

At SIERRA/EASTLAKE we invest much
, time studying the science of acoustics as it
applies to the recording art. This continual
research has given us a new generation of
acoustic design providing the artist as
much sonic control and flexibility in the
studio itself, as was previously only possi-
ble in the control room.

. lts called Variable Acoustics. And it
‘transforms the compartmentalized, inflex-
ible studio layout of the past into a totally
variable sonic environment, where the
entire room, or individual segments, can
be acoustically “tuned” from dead to live,
or anywhere in-between. The key is not
only variability, but the capability to select
specific decay times by frequency
The system is surprisingly simple. Added
to the familiar layout of absorptive acoustic
traps, is an array of continuously adjustable
wall and ceiling louvres, sliding mirror
panels and removable carpet sections. The
louvre panels can be controlled electrically
from the control room and are grouped in
sections which can be tuned individually.

The benefits of Variable Acoustic Design
are many. The studio itself can be designed
as an open area; free from the corners and
tiny booths which rob musicians of a
natural performing environment. The mul-
tiple adjustability of the room's acoustics
permits the area surrounding each instru-«
ment to be voiced individually for proper
decay times, while also providing the
necessary isolation between instruments.
And all without having to reach for EQ or
echo send busses! After all, isn't EQ intro-
ducing phase shift? Another advantage of a
large, open, tunable room is ease in record-
ing large orchestras and big bands.

The SIERRA/EASTLAKE Variable Acous-
tic Design is a most flexible and functional
approach to recording studio acoustics. It's
an important element of the industry's only
Acoustic Guarantee, in which you are as-
sured, in front, of the exact cost, completion
date, and acoustic performance of your
custom design. 3

Call Vene:il Wells or Kent Duncan at:

SIERRA/EASTLAKE

293 So. Grand Avenue

Pasadena, Califonia 91105
(213) 793-1900 » Telex: 691138

R-e/p 10 O December 1981

TIME DOMAIN RESPONSE
OF MONITOR SPEAKERS

from: Edward M. Long
E.M. Long Associates
Oakland, California.

I was very pleased to read John
Eargle’s article in the October 1981
issue of R-e/p, entitled “Time Domain
Response In Monitor Loudspeakers.” It
encourages me to see such prestigious
companies as JBL attacking the
problem of time-offset aberrations in
the design work they are presently
doing on monitor loudspeakers.

While Figure 7 of the Blauert & Laws
paper does show a 1 millisecond group
delay perception centered at 2 kHz, for
seven test subjects, a further reading of
their paper finds them saying that
“after only one day of training we found
a reduction in threshold values from
0.86 to 0.54 milliseconds, and in the
following session the asymptotic value
of 0.4 milliseconds has already been
reached.” They indicate that, with
training, the threshold level for group
delay perception decreases.

It is not without reason that UREI
and JBL have opted for designs that
reduce the group delay well below 1
millisecond, since recording engineers
and producers must be considered
trained listeners.

I would also like to add two small
items: Blauert & Laws used Sennheiser
MD-414 headphones during their tests’
and Time-Align® as used in quotes in
the article by John Eargle is a
trademark of E.M. Long Associates.

@AN DARDIZED POWERING

OF MICROPHONES

from: Dr. Gerhard Bore
Georg Neumann GmbH
Berlin

The letter from Michael Strong in the
April, 1981, issue of R-e/p(“Microphone
Polarity and A-B Powering of XLR-3
Connectors”’) shows that there is a need
for clarifying the entire matter of
microphone powering. This letter
serves to combine only the most
important points of this subject, in an
effort to remove any misunderstand-
ings. Shortly the IEC will issue
Supplement No. 1 to Draft 268-15, which
will list all of the applicable powering
systems for transistor-equipped
microphones, and will set their
specifications and tolerances.

AB Powering was introduced in
1963 specifically for transistor-
equipped microphones operating
according to the high-frequency (RF)
principal:

AB Powering with 12 volts/max, 15

mA via two 180-ohm resistors.
Positive (+) pole on pin 2; negative

www americanradiohistorv com

(-) pole on pin 3; cable shield (not
carrying current) on pin 1.

For microphones in audio amplifier
technology (using field-effect transis-
tors), this sort of powering has only
limited appeal:

1) The polarizing voltage for the
capsule must be created using a DC
converter, unless an electret capsule is
used.

2) Other microphones, such as
dynamic models, may not be connected
to such microphone outlets without first
disconnecting the DC voltage.

3) The modulation leads and the DC
powering voltage are connected in
parallel; therefore extremely good
filtering of the supply voltage is
required.

4) The microphone housing and the
cable shield are only connected to the
zero-volt point of the circuitry inside the
power supply. The microphone cable,
therefore, forms part of the circuit
between high-impedance components
in the microphone (which need to be
shielded) and this zero-volt point. This
configuration causes even small
amounts of induced interference
voltage to be capacitatively coupled to
the amplifier input, whose self-noise
level is only on the order of a few
microvolts.

5) The small value, standardized
powering resistors, which normally
serve as the operating resistance of the
source follower and terminate the
microphone preamplifier, greatly
restrict the design flexibility of the rest
of the circuit.

Phantom Powering was intro-
duced in 1966, when microphones using
field-effect transistors (FET) became
available. Three systems will be
standardized:

P 48: +48 volt/max, 10 mA via 6.8
kohm resistors to pins 2 and 3;

P 24: +24 volt/max, 10 mA via 1.2
kohm resistors to pins 2 and 3;

P 12: +12 volt/max, 15 mA via 0.68
kohm resistors to pins 2 and 3.

The negative (-) pole is connected
through the cable shield to pin 1.

Properties of this form of powering
are as follows:

1) Other types of microphones, if
floating, can be connected to such
outlets without the need to switch off
the powering voltage.

2) Modulation and DC voltage are
decoupled from each other in the cable.
This permits relatively large interfer-
ence signals to be induced in the cable
shield, provided a filter is installed at
the microphone’s power input and, in
front of that, a sufficiently large or
perhaps electronic regulator.

3) The stringent symmetry require-
ments can be much more easily met.

4) Amplitude modulated RF from
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[WANT PROFESSIONALISM,  sfienss s esias
. = person Donny Osmord is, and that’s the
quality he demands in ~ecording equip-
NOT II I S I BELI ,S AND ment. He gets it with h s fully
] ‘ ‘ equipped MCI recording studio located in

WHIST ES the audio/video Osmcnd Entertainment
V. | V) L . Center in Orem, Utah. 3ensible design.

Clean sound. And the kind of versatility no

’ : other recording equiprrent at any price
THATS WHY I can beal,

MCI. Not always the most expensive,

DEMAND MCI | but always the best. .

1400 W. Commercial Boutevard, Fcrt Lauderdale, Florida 33309 USA. Telephone: (305) 491-0825. Telex: 514362 MCI FTL.
TWA6001-0006-81

For additional informaticn circle # 7
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STANDARDIZED POWERING
of MICROPHONES . . .continued —

radio and television transmitters
cannot enter the powering system of the
microphone, and therefore does not
disturb signal transmission, since the
cable’s two conductors — both of which
carry identical DC currents — act like a
coaxial cable. (The balanced arrange-
ment of the modulation wires are not
subject to RF interference generally.)

Ofthe various standardized powering
systems, the P48 type, by comparison to
the P 24 and P 12, usually requires a
special 48-volt supply. In return, it has
the following advantages:

a) Central power supplies only have
to be slightly oversized in order to
permit all microphones to continue to
operate, even when one or two
microphone cables are accidentally
shorted to ground.

b) When plugging in such micro-
phones, it is likely that one of its
modulation pins connects before the
other. This causes a short duration DC
pulse to flow through the ensuing input
transformer primary. In a P 48 system
this will be of much lower current, and
therefore less likely to magnetize the
core of the transformer.

¢) Provided the total current drain
remains below about 2 milliamps, the
polarizing voltage for the capsule may
be obtained directly from the powering
voltage.

d) The larger resistance mentioned in
2) above may usually be a simple ohmic
resistance, since there is a high enough
voltage available. For P 12 and P 24
systems, on the other hand, a transistor
circuit is required.

The advantages enumerated under
paragraphs c) and d) permit simple and
serviceable P 48 circuitry. The
advantage listed under c) does not
apply if an electret capsule is used, or if
the microphone is already equipped
with a DC converter (for example: to
permit the directional characteristic to
be switched electronically).

The current drain of most P 48
microphones is below 1 milliamp. Older
power supplies and all Nagra and
Stellavox recorders only provide
approximately 2 milliamps conforming
to DIN 45 596, which expired in August
1981. Microphones for the so called
“universal phantom powering system,”
which are able to operate on all three
powering systems after installation of
prescribed series resistors, sometimes
have a current drain greater than 2
milliamps. One may experience
difficulty when connecting these
microphones to older power supplies.

There is also a powering system not
conforming to this standard used until

recently in France and in Nagra
recorders made by Kudelski. This is a9-
volt phantom powering system, which
is being converted to the P 12 system.

—AUDIO/VIDEO—
BEORING

BREAKING INTO THE
VIDEO SWEETENING
BUSINESS
by Bill Cutting
Bonneuville Productions
Salt Lake City, Utah

With your present expertise and
equipment, and a modest investment, a
studio has within its power the ability to
develop valuable new markets.
Synchronization, or audio sweetening,
is emerging as one of the most
attractive new avenues open to the
studio operator. Of course, many studio
owners have an image of a sweetening
session as one that involves rock
musicians, producers, stars, starlets,
groupies and network types — all
rushing in to watch an engineer use
technological whiz-bang gimmickry to
save a s0-so concert from permanent
obscurity. ... continued on page 16 —

- REAL DRUMS

The LM-1 Drum Computer—
a new breed of rhythm machine.

* Real Drum Sounds—digital recordings
stored in computer memory

* 100 Drumbeats—all programmable in
real time

* Easy to understand and operate,
requires no technical knowledge

* 12 Drums: bass, snare, hi hat, cabasa,
tambourine, two toms, two congas,
cowbell, clave, and hand claps!

* All drums tunable in pitch

* 13 input Stereo Mixer

R-e/p 12 O December 1981

* Separate Qutputs

* Automatic error correction in
programming

* ‘“Human’’ Rhythm Feel made possible
by special timing circuitry.

* Ableto program flams, rolls, build-ups,
open and closed hi hat, etc.

* Programmable dynamics

* Any time signature possible.

* Plays Entire Song (intro, verse, chorus,
fills, ending, etc.)

* All programmed parts remain in
memory when power is off.

* Readout of speed in beats-per-minute

For additional information circle # 8
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* Versatile editing

* Programmed data may be stored on
cassette tape to be loaded back in later

* May be synced to tape

For a free demo record and the name of
your local dealer, call or write today:

Iinn
LINN ELECTRONICS, INC.
4000 West Magnolia

Burbank, California 91505
(213) 841-1945
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Since their introcuction in 1977, the
UEEI 800 series monitors have steadily
be=n replacing old-
fashioned loudspeakers.

In studios throughcut the
wcrld, they've become the
accepted standard — the
critical standard by which
all other professional loud-
sp=2aker systems ar2 now
judged.

Our new 3Series “A” models

(8114, 813A & 815A) now incorpo-
rate the fallowing im-
provements:

The New UREI
Series “A’ Time-Aligne
Professional Monitoring
Loudspeaker Systems

* The exclusive Time-Aligned™* cross-
over has been redesigned to allow the
maximum power transfer to the trans

ducers — improved sensitivity for
more acoustic power per watt.

i
.

See your professional audio products
dealer for tull lechnical information.

- Atotally new High Frequency Expo-

nential Horn design (Patent
Pending) which includes a
diffraction buftfer, flare
compensators, and
shadow slots.

The diffracticn buffer has
been added to the leading
edge of the horn resulting
in better impedance trans-
formation to :he atmos-
phere. This provides a
substantially improved
transition through the
crossover region and dis-
persion is enhanced over
the entire range of the
High Frequency Horn.
The Flare Wall Boundary
treatment results ina
reduction of transient
distortion without
degrading the power
transfer characteristics
of the Horn.

Shadow Slots have been
added to further improve
the mid-range magnitude
regularity and overcome
the classic “shadow effect”
characteristic of some
coaxial systems.

e With a new diaphram and phasing
plug, the high-end response on all

. three models now extends

I'M towell beyond 15 kHz.

* All models now feature
BNC type connector to
aocommodate the Con-
dictor Compensation™
leature of UREI's model
6300 Power Amplifier.

The new series “A”

mdnitors from UREI are
available in three sizes to suit any
monitoring requirement. They're
accurate, powerful and improved.

From One Pro To Another — trust all
your toughest signal processing and
monitoring needs to UREI.

Time-Align 1s a Tradenark of E M Long Assoc.. Qakland. CA
All reterenced Trademarks are propenrty of, or icensed by,
United Recording Electranics Industries, a URC Company

"

(o] _;_'
@U@D From Dne Pro To Another

United Recording Eleztronics Industries

8460 San Fernando Road, Sun Valley, Catifornia 31352
(213) 767-1000 Tele<: 65-1389 UREI SNVY
worldwide: Gotham Export Corporation, New York
Canada: Gould Ma-keting, Montreal H47 1E5
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If youte ready to move up
to a specialized mixer, youte ready for Ramsa.

The Sound
Reinforcement
Specialist:
RamsaWR-8716

'When your sound says you're

professional but your mixer
doesn’t. When you're wasting
your subtlety and style on
“make-do” boards. When
you're creating compromises
instead of clear-cut distinc-
tions. Then you're ready for
Ramsa— the new mixers that
are specialized so you won't
have to compromise.

The WR-8716 is a fully
modular sound reinforce-
ment console with 16 input

WWW- americanradioht

modules, 4 group modules,
and 2 masters. It features 16
input pre-fader solo buttons,
4 group modules with pre-
fader insertion patch points,
and lockable post-fader solo
buttons. There are 6 illumi-
nated VU meters with peak
LED's for easy outdoor

reading and a separate
stereo variable frequency EQ
for monitor sends. Pan pot
controls allow panning to the
left or right masters while
level controls permit 16 x 6
board operation. The left and
right direct channel assign
function lets you bypass the
group modules for individual
sources. Portable operation
IS a snap with easy access
connectors.

And the WR-8716 features
plastic conductive faders
for greater reliability and
smooth, low-noise operation;
external power supply for
light weight, and switchable
48V DC phantom power
for condenser mics.
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{The Recording
Specialist:
RamsaWR-8816

The WR-8816 reccrcing
console includes the same

modular construction, input

modules, power sLpplies,and
faders as the WR-87-6 plus
many important recarding
advantages. Like direct out-
puts for 4, 8, or 16 track re-
cord ng and peak-reading
LED meters that le- you moni-
tor a1y 4 out of 24 signals

midrange. Stereo echo send  like low noise 2l2ctronically
replaces th2 separate mono  balanced micinputs with
new high-soeed IC's, 16
petitive boards. And you get  switchable oas=-fader solo
controls and XLR-type mic
connectors

Ramsa cffers a full line of
specialty mrixers including
the more compact WR-8210
recording Mixe~ and WR-130
sound reinforcement mixer.

controls you'll find on com-

two independent stereo
monitor controls—one for
musician’s headphones, one
for control room monitors—
a special feature for any
mixer in this class. And there
are other important features

with clear, quick response.
You'll command avariable

frequency EQ section with

3 frequency settings for the

So don't held aown your
professionel scund, call
(201) 348-7470, because
you're reacy “o- Ramsa.

high and low frequencies
plus continuously variable

www.americanradiohistarv caoim

Panasonic.

PROFESSIONAL AUDIO DIVISION
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For additional information circle # 11

—AYUDIO/YIDEO—
BEOENG

— continued from page 12 . . .

A studio should realize, however, that
such assignments are scarce. In the
meantime your studio’s potential could
be put to valuable use in the world of
audio sweetening in three basic areas:
commercial production; musical
scoring; and sound replacement and
translation. Today, these markets are
thriving, and available, to the studio
operator who is willing to seek them out.

One company that learned thislesson
early, is Salt Lake City’s Bonneville
Productions, which established itself as
an experienced audio-replacement
studio early on in the decade, using
manual techniques. As the move to
digital technology came about,
Bonneville discovered that its clientele
was already in place and eager to use
the new techniques. Now audio
sweetening provides a valuable adjunct
to Bonneville’s multi-track studio
production business.

Bonneville’s studio manager, Dave
Michelsen, cites several reasons why
audio sweetening for advertising
agencies and independent producers
makes good business sense.

“In the first place,” he says,

“Hollywood has been doing large-scale
sound-replacement for years. But, there
is no reason why the smaller studio
cannot compete effectively. Secondly,
the public is becoming more and more
demanding in the quality of sound they
hear on their television receivers —
whether that sound comes from a
commercial or a program.”

He further explained that agency
producers are responding to that
demand, and discovering that not only
is audio production of higher quality in
a dedicated audio facility, it is roughly
one-third the cost of producing it in a
video-based studio.

“Best of all,” he notes, “a studio need
not invest in tremendously expensive
new production equipment in order to
satisfy these markets. A high-quality
digital synchronizer that utilizes
SMPTE time-code can easily be
interfaced with existing tape ma-
chines.”

Therein lies the sine qua non in this
entire business of audio production for
video and film. Synchronizers which
utilize microprocessor technology have
made it possible for an engineer to strip
a sound track from a piece of video tape,
transfer it to a multi-track audio
machine for processing, editing and
mixing, then replace it with full
assurance or maintaining synchroniza-
tion with the original material. A
modern multi-source, SMPTE-based
synchronizing system is capable of

CREAT
A QUIE

*Manufacturer’s suggested retail price.

Now dbx Type I Noise Reduction is
available in a convenient two-channel
format for noise-free stereo mas-
ters and production tapes. The

MASTERPIECE. "
@ isarack
5 80: mountable 134" package with two chan-
nels of encode, two of decode—usable
separately or simultaneously. It has active balanced inputs
and a + 24 dBm in/out capability. And with dbx, you get the
dynamic range of digital. Without staying up nlghts wonder-

ing how you're going to pay for it. See your dbx Pro dealer
or write for complete technical information.

Model 180 Type I Noise Reduction System

dbx, Incorporated, Professional Products Division, ®
71 Chapel St., Newton, Mass. 02195 U.S.A.

Tel. (617) 964-3210, Telex: 92-2522. Distributed in
Canada by BSR (Canada) Ltd., Rexdale, Ontario.
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linking together two or more tape
machines, holding them in frame-
accurate lock-up for hours.

What it all boils down to is simply
basic audio production applied to new
video markets, using several key pieces
of equipment. A recent synchronization
session at Bonneville provides a good
indication of where audio production is
heading. A bank commercial for an
automated teller machine was shot in
an open convertible, and outside of a
bank. The talent — a mother and two
children — recorded dialogue on a
scratch track of the 1-inch video tape.
After the video had been post-produced,
it was transferred to a %-inch video
cassette with SMPTE time-code and a
scratch audio, or guide, track.
Simultaneously a multi-track audio
dub, including the same SMPTE time
code that was placed on the video tape,
was prepared. The actors were
assembled in Bonneville’s Studio B,
which is permanently outfitted with TV
monitors. As thescratch track played in
the actor’s headset, each would repeat
their original dialogue in sync with
their lip movements being replayed
from video tape. The completed
dialogue track was actually an
assemblage of many takes, edited
together with the aid of time-code
accuracy.

Once that step had been completed,
the engineers added controlled
ambience — traffic sounds and street
noise — along with synthesized “beeps”
synchronized to fingers pressing the
teller machine buttons. Lastly, music
was scored in much the sameway as the
actors’ lines. A final mix was completed
with all audio on one mono track, and
time-code” on another. Finally, that
single track was dubbed back on to the
master video tape in frame-accurate
synchronization.

This process is typical of much of the
work Bonneville does for its agency
clients. From the standpoint of smaller
budgets, it is especially noteworthy. In
the past, an announcer would cut audio
prior to videotaping. After the video
tape was shot, it would be a matter of
trying to match video to audio; any
coordination between sound and
picture would be a fortunate coinci-
dence. Now an announcer can cut copy
directly to the edited video tape,
matching nuance with nuance;
inflection with appropriate action.

As Dave Michelsen explained, these
applications can be performed using
simple 4-track equipment along with a
synchronizer. There is no need for 16- or
24-track capability at this level of
operation, he points out. Bonneville
engineers also have helped clean up
audio recorded by the investigative
news unit of a local television station —
dialogue that had been recorded using
hidden cameras and mikes. The
possibilities offered by such procedures
are nearly limitless.

A second use for audio sweetening
that has proved valuable for the

. continued on page 21 —
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Expand the limits of your cur-
rent tape-based automation

system. After all, vour multi-
track was designed tc record
' music, not data.
Diskmix not only stores
more automation data (multi-
ple mixes) on DSCD floppy
& @ discs, but also facilitates off-
line editing and m=rging of
lS mixes, and adds keyboard
control of automated console
parameters in a SMPE time
code-based system.And
Diskmix can be interfaced
with any console equipped
ik with MCI, Valley People
(Allison) or Sound Warkshop
automation.

DISKMIX™

What automation did for the
recording console. Diskmix
does for automation.

By Sound Workshop Professional Audio Products, Inc.
1324 Motor Parkway, Hauppauge, New York 11788 516-582-6210 Telex 349230
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¢ __More time on your hands _
_from MXR.

' - 7 i

Providing extendéd delay times at an

g_qqrdable price, the new MXR Model 151

y' System |l gives you over three full
seconds of delay {three timesthat 6t simi-
larly-priced digital devices). Specificaliy.
the Delay System li can offer you up to

The Delay System Il fits right into your rack,
looks greatand ides clean, noise-free
el switth TS'provided o
optimize signal-to-noise for professional/
home recording and onstage applications.
The Delay System |l alsq featutes easy.

800 milliseconds of clean,quiet-delay ats«" - —aeeess with-both XLR and phone jack

a full 16 kHz bandwidth (over 200 millisec-
ondssmere than the closest competitor).

As a digital recorder, the Delay System Il's
exceptional- memory-capability-lets you—
capture entire musical phrases or obtain

a wide variety of dynamic and musicarl
g}ggguality effects from flanging and
chioruso echo and doubling in-pne rugged-
package. ' j

And it’s touse in real time| The large
front pan&Fand'Simple control format make
it asnap to quick'ly select from-a vast range
of time delay effects. The Delay System Il's
high-resolution four digit readout displays
the precise amount of delay and the band-
width is.indicated by LED’s, sq there's no™
“squinting & thinking"” to find out exactly
where youare+Level-indicating LED’s let
you set up'the optimum level jn seconds.

connectors (inputs and outputs) on the
rear panel for instant interfacing with your
patch bay: =

MXR Delay-System-H—More time on your

hands and more ways to use it as a creative
tool on stage and in the studio. Hand-
assembled in the U.S.A. with the finest
components available in-a cdm‘ba’c‘f, easy-
lo-use rack-mountable package.

Professional

MXR Products Group

MXR innovations, inc.

740 Driving Park Avenue

Rochester, New York 14613

~(716) 254-2910
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Audio/Video Perspectives __ -
THE COPYRIGHT JUNGLE

In the world of audio and video, the names Universal, Disney and Sony have become
forever linked in a marathon legal effort 10 establish the freedom to record television
programming inside the home for non-commercial purposes, without penailty or royalty
payment. The decision on the legality of home video recording, by the U.S. Ninth Circuit
Court Of Appeals on October 19, 1981, has reverberated around the world of video, audio,
and motion pictures, and from the courtrooms of San Francisco to the U.S. Congress. The
Appeals Court decided that the legal owner of copyrighted television programming has the
right to protection from unauthorized recording and reproduction in the home via high-
technology devices. This decision upset a prior lower-court ruling stating the principle of
fair use previously established for home audio recordings, as being applicable to home
video recording for non-commercial purposes.

The earlier decision depended heavily upon the provision for “home recording of sound
recordings” contained in the copyright amendment of 1971, and in the new Copyright Act
of 1976. Whatever the compromise in the Courts and the Congress to resolve the basic
issues involving home video tape recording, the larger issues of new iechnology and the law
remains unresolved. And there are obvious implications for the professional marketplace.

The original copyright law could not have encompassed the technologies of almost a half
a century later. The limited revision of 1971 that granted some protection to sound
recordings, and the general revision afforded by the 1976 re-drafting of the copyright laws,
are as far from the technology of the Eighties as the original law was from the Seventies. The
mtensity of reaction from both the video recording equipment manufacturers, and the
motion picture studio copyright owners, has surprised and alarmed the public. Record
manufacturers have indicated strong interest as well, because of potential implications for
audio.

All sides are dependent on the system: the artist, software producer, copyright owner,
and home-video recording equipment manufacturer. Copyright owners spend tens of
millions of dollars to produce electronic entertainment, and there is an expectation of
return on that investment. The electronic manufacturers spend tens of millions of dollars
on research and development to produce audio and video recording products for the
home. There are millions of owners of home video recorders that expect to be able to use
their machines in the privacy of their own homes; as they wish and when they wish to
record what they wish.

The law currently treats ownership of copyright, and the physical tangibility of
possession by the home video recordist. with attitudes that were set in the era of
conventional media, such as magazines and motion pictures. One of the crucial arguments
considered and rejected by the Ninth Court Of Appeals was applied to alandmark decision
involving photo-copying of magazines (Williams and Wilkins Company versus United
States). That particular decision held that countervailing social benefits could “weigh”
against the copyright interests of the creator or copyright owner. With the current
decision, the Appeals Court states its bias against new technology as an element that
upsets the doctrine of fair use:

“New technology, which makes possible the mass reproduction of copyrighted material
(effectively taking control of access from the author), places a strain upon the fair-use
doctrine. A court, if it decides that fair use is applicable, is required to weigh — in ‘balancing
the equities’ — the ‘benefit’ of an extremely popular increase in access, with the ‘harm’ to a
plaintiff.”

The court concludes that home-video recording is not a 'productive use’ for society. The
court’s decision also seems to indicate a fear by the court that new technology has a
potential for disturbing the copyright system.

The impact this decision has for the audio profession is profound. However, the threats
lying in wait if no solution is found, or an inadequate solution is enacted, are so much larger
that they threaten the continued forward motion of high-technology consumer
entertainment.

Current action is taking place in Congress, with the Senate Judiciary Committee and a
House Committee looking strongly at legislation which would specifically provide language
amending the Copyright Act of 1976, to allow an exemption for home videotaping. Sony
has asked that all home owners of videotape equipment be exempted, adding that the
current judicial decision has made millions of Americans potential lawbreakers. The
theatrical entertainment/software industry is also interested in legislation that would
provide for the exemption, but would also grant royalties on the sales of videocassette
recorders, and on the blank tape. (Interestingly, a blank audio tape surcharge system is
already in use in parts of Western Europe, with mixed success.)

One problem is that royalties do not compensate fairly the home user whose video tape
recorder provides program time shifting while the user is at work, or the home viewer who
uses the machine to view pre-recorded tapes. The rental viewing of pre-recorded motion
pictures and video pornography account for 50% to 75% of all home VCR usage. More
important for the audio industry, the home VCR is the centerpiece for the combined
audio/video home entertainment center.

Stereo television will depend heavily upon the emerging stereo VCR for stereo TV
recording and playback. The home audio enthusiast will be able to use the VCR for the
digital recording and playback of live music with companion PCM (pulse code modulation)

... continued overleaf —

by Martin Polon
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CEOBING

— continued from page 16 . . .
— - e

company is translating programs
recorded in Knglish, into various other
languages for distribution in foreign
countries. One such project recently
completed was a film production,
entitled Mr. Krueger's Christmas.
starring actor Jimmy Stewart. Upon
completion ot the film, which is
scheduled tor syndicated distribution
later this vear, the producers secured
foreign television distribution. Thus
began the long, involved process of
translating the film's entire dialogue
track into Spanish, ltalian and
Portuguese.

The project was assigned to Oscar
Underwood, international productions
director for Bonneville. [t became
Underwood’s job to locate actors,
studios and support services in the
countries where dubbing would take
place. (Among the people he encount-
ered was an [talian actor who had
specialized in dubbing Jimmy Stewart
films — ltalian style — for 10 vears.)

Underwood or his staft would arrive
in a countryv (Brazil, tor Portuguese;
[taly for ltalian; and Mexico for
Spanish) with a video tape copy of the
film, which would be used as a visual
reference for the actors. From there, the
looping process would follow the
ndustry norm: dialogue recorded on
inch tape; transterred to full-coat mag
stock, and edited: then returned to
Bonneville tor final processing.

Meanwhile. back in the US.A, a
complete Lnglish version, including
effects and music, had been transferred
from 3-stripe mag film to 24-track. Once
in this country, Underwood transferred
the foreigzn dialogue to 2-track tape, one
track being reserved for time-code. The
two tapes would then be locked up,
using the offset feature of the facility’s
in-house svnchronizer — an Audio-
Kineties Q-lLock 3:10. The offset feature
allows two tapes (audio or video) with
differing time codes to be svnchronized.

Using this method, engineers
recorded the foreign dialogue on to the
24-track, one sentence at a time. To
maintain perfect synchronization, both
the English track. as well as the picture,
were used to provide twin references.
From there, it was a relatively simple
process of transferring the three tracks
to 4-track tape, and ‘inally laying audio
back on the videotape master.

“Of course,” notes Michelsen, “this is
done evervday in Hollvwood using
sprocketed audio film, and flat-bed
editing equipment. We just took it one
step further and developed some rather
innovative techniques in the process.”

Thankfully not all translation
projects are as complex as was M.
Krueger's Christmas. Most translation
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—AYDIO/VIDEO—

FELURING

— continued . .

BREAKING INTO THE
VIDEO SWEETENING BUSINESS

assignments involve simple 4-track
audio equipment, and a studio with
permanent 'V monitors. An actor reads
from a script and matches his speech to
that of the speaker, while watching the
video and listening to the Knglish
version on a headset.

A third market for audio sweetening
is the production of music tracks for
independent musical producers. These
tracks eventually wind up in commer-
cials, films, industrial or educational
programs. One recent session was
recorded for a Christmas special. This
particular program for 20th Century
Fox Television involved the Mormon
Youth Symphony and Chorus. The
segment would be videotaped from the
Salt l.ake Mormon Tabernacle,
notorious for its tricky acoustics. To
alleviate the problem, the program'’s
producers elected to record the group’s
audio prior to videotaping. The
resulting 24-track master was en-
hanced, edited and mixed to the
satisfaction of the production team. It
was then transferred to 4-track tape,
along with a 59.94 Hz video sync pulse,
time code and click track.

Bonneville was then employed to
produce a multiple camera remotein the
Tabernacle. To further avoid possibility
for error, all of the shots had been
scripted in advance. The 4-track tape
playback was resolved to the video
system using the 59.94 Hz sync pulse,
and played back over loudspeakers. The
conductor took his downbeat from the

click track, and the musicians and
singers lip-synched their previously-
recorded audio. In the end, the client
was assured that the audio was of the
highest possible quality. At the same
time, audio was matched — and phase-
locked — to the video, thereby ensuring
proper time code between tapes.
Bonneville uses a similar process for
other musical producers. One client
often scores commercials. Time-code
synchronization proves useful not only
in saving time, but it also allows a

producer to play an air-ready version of

the commercial for the client, prior to
the final mix. As a result, changes are
possible during a stage at which they
are easiest to make.

While the methods described here are

relatively simple, Michelsen warns of

certain pitfalls. One problem that arises
occasionally involves the time-code
signal itself. SMPTE time-code
recorded on multi-track tape has a
tendency to leak into an adjacent track,
causing audible interference. The
identical problem is sometimes present
in the opposite direction — a horn or
percussion track can sometimes bleed
into the time-code track. The synchron-
izer-reader interprets this information
as code, and attempts to adjust for it.
But in trying to correct, the unit fails to
lock into one steady speed. The lesson to
be learned is simply to provide for a
guard band between time-code and any
other track.

Small problems such as these aside,
its time-code system has helped
Bonneville put sweetening as one of its
top priorities, and has allowed the
facility to put its audio production
expertise to work for an entirely new
market. Dave Michelsen points out that
a studio outfitted with time-code
equipment should be able to pull an

a o

== CEREIER] < o o THE COPYRIGHT JUNGLE .

adapters. Of course, there exists a strong possibility of an emerging market for pre-
recorded, PCM-encoded audio on videocassettes. None of this is going to have much
economic attraction to the consumer if the VCR carries a $100 royalty surcharge, and the
blank tapes are tagged an additional $6 to $10 each. The semi-profes$ional audio recording
market will also be impacted by royalties for digital use of VCR machmes S

The point is that the royalty system does not fairly tax those wHo are perpetrating the
violation of copyright; it taxes everybody, especially if there is a hardware surcharge. All of
this translates into income or the lack of it at the recording studio level, as the burdgeoning
stereo TV and stereo video business is stillborn by potentlally negatlve consumer response
to hardware and software royalties.

The fusion of cable television with high- quallty audio delivery systems is beginning to
provide stereo video music, such as the Warner-Amex 24 hour Music Channel, and
theatrical features with stereo sound tracks. This marketplace will merge with the stereo
VCR to provide enhanced home audio/video entertainment.

But consumers, faced with a higher price due to royalty on the already expensnve stereo
VCR, may well refuse to adopt a system that requires expensive tapes as well. )

The difficulty with finding judicial or practical solutions to the provisions of rights for the
home user, hardware maker, or software provider, is the virtually unstoppable movement
of consumer technology for entertainment, education, and the provision of information.
This copyright explosion is only the first salvo in a hardware/software battle that will have
to ultimately encompass audio, video, computing, telephone, and video provision of
information services.

Any solution to the copyright question has to address new technology; not decry it as
being a “strain upon the fair-use doctrine.” Audio/video engineers should be seated along
with the lawyers, judges and legislators for all of the future ‘bouts of the copyright-

technology prizefight. ooo ) -
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additional hourly fee when used for that
purpose.

“The markets for audio sweetening
exist right here and now,” he stresses.
“Small and medium studios with just a
minimal investment can expand their
base to include producers of television
and film programming. Our experience
at Bonneville “proves that sweetening
is not just for the big boys.”

ooo

The Visual/Music Marketplace

THE RECORD COMPANY

VIEWPOINT
n by Gordon Skene &

While only three of the major record
companies were contacted for their
views and opinions of the viability and
market potential of music videos, much
of what they had to tell us is directly
applicable to other major and
independent labels.

“The 1dea ofthe video promo is kind of

g | a misnomer,” replies
| Jeff Ayeroff of A&M.
Ayeroff, Vice-President
of Creative Services,
was quick to point out
that A&M shoots the
vast majority of their
1 promos on film. “It
winds up on video in the end product,
but I would say that over 80% of our
promos are on film, with the exception
of concerts, which are almost exclusiv-
ely on video.”

The general consensus of opinion
tossed the film versus video question
slightly in the middle: Polygram shoots
80% video; A&M shoots 80% film; and
Warner Brothers shoots about 50/50
The idea of filmed, or taped promos
came largely out of its success in the
European market. Both A&M and
Warners have been involved in promos
for overseas licensees since the mid-
Sixties, but the idea to involve these
promos domestically
has, according to Jo
Bergman, Director of
TV & Video at Warners,
“taken shape in the
past three or so years.”
Asked why this sudden
shift in emphasis, Berg-
man replies that “the avenues of expo-
sure have opened. There are more places
to use videos; between the syndicated
shows, cable and clubs, the number of
people reached have grown enor-
mously.”



www.americanradiohistory.com

Incredible...

the “"Acoustic Chamber Synthesizer.'

/ 27y S
e Totally new design approach %/(L/Z’ S

® The sound of a live acoustic chamber s

™
e Natural sound, even on percussion (}? ﬂ/}Z

® Self-contained rack mount unit

¢ Full two-channel stereo

The Master Room XL-305 is a totally new design approach in reverberation technology. For the first time, the
qualltl_es and properties of a live acoustic chamber are available in a rack mount unit at an affordabile price.
There is a natural sound on percussion, as well as voices and all other musical instruments. This quality has not

been obtainable from other compact reverberation devices. The XL-305 exhibits no unwanted side effects; it's
as natural as a live chamber itself.

To hear this new advancement in reverberation, see your professional audio dealer and ask for a demonstration
of this exciting new unit. Hear the XL-305 ""Acoustic Chamber Synthesizer” for yourself, and vou too will agree . . .
It's INCREDIBLE.

MICMIX Audio Products, Inc.

2995 Ladybird Lane Dallas, Texas 75220 (214) 352-3811

For additional information circle # 14
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Visual/ Music . . . . ; . .
The Revord Company Viewpoint ©

Polygram, on the other hand, is
cautious about where they place their
videos.

“We feel the artist, in lieu of perfor-
ming at a venue live, should receive
some sort of royalty
payment from a club or
cable channel for using
a video,” says Len
Epand, Director of
Creative Services at
Polygram. “A lot of
people are having troub-
le separating ‘Art’ from ‘Advertising.’
Polygram’s position with regards to
Promos is that they are artistic pieces,
and not necessarily commercials to
promote buying a particular album or
single by a group.”

An Aid to Record Sales?

And there rises the question of the
effectiveness of the Promo. Does it
promote sales? Is it directly influential
in persuading a potential buyer to get
the album?

Nobody really knows. As Jo Bergman
put it: “There was a brief flurry of video
in stores, which came and went with
lightening speed, but there were a
number of problems associated with
that. First, there was the equipment; it
was too complicated for the retailers.
Was it getting theright exposure, or was
it in an isolated area, was it hooked up
to the big sound system? Were
customers seeing it, or were the sales
staff tired of seeing the same series of
promos 20 and 30 times a day? All of
that stuff didn’t really work, and few
people figured out ways of making it
effective to record sales, so finally they
just abandoned it.

“There was also a research project
instituted that led them to the
conclusion that video doesn’t necessar-
ily influence record buyers in the store.
As far as other avenues being available,
such as Syndication, Cable [The MTV:
Music Channel from Warner/Amex]
and Commercial Network, there is
nothing at the present time indicating
whether or notitis successful. However,
The MTV Channel will have to employ
some sort of audience measuring in
order to stay alive.”

Len Epand of Polygram has a
different view regarding the viability of
promos as a sales aid.

“When we put a video on a show such
as Solid Gold, we know that the piece
will be seen by an audience of between
15 and 20 million viewers. Even if a
small percentage of those viewers were
persuaded to buy the group’s record, it
would be a hit.”

Jeff Ayeroff, however, is less positive
about the sales connection.

“l don’t think there is actually
anybody who can tell you. Anybody
who did is fooling themselves. I don’t
think there’s been a survey done to
show how successful videos are to
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selling artists. What you might be able
to say is that, because the entertain-
ment industry is a small industry in
itself, and in turn it educates the public,
there are videos that educate the
industry about people within it, and
who then in turn excite the public to in
turn buy records. I would say it’s
successful in its ‘domino’ effect. How
successful ... I don’t know. I would say
though, that it's obviously the way of
the future; anybody who says it isn’t
has got to be nuts.”

Both Warner Brothers and A&M
agree that commercial television is a
sidelight to the real matter at hand: the
blossoming home video market. The
past couple of years have seen a steady
stream of concert films and other
performances showing up in stores on
cassette and videodisk. Polygram is
entering the market slowly. When we
spoke with Epand, he pointed out that
this question had been raised and, in
fact, he was attending a meeting on this
subject in the coming few days. Suffice
to say that Polygram is interested, and
it’s almost certainly only a question of
time before they enter into the home
market.

Music-Video Formats and Costs

But what about the music videos
themselves, or the Promos, as Ayeroff
prefers it? What gets made? How much
is spent? Who is chosen to shoot? Is it
going to be a concert film/tape, or is it a
story-boarded piece? We were surprised
to learn that, in some cases, Warner
Brothers employ the services of writers
(something for the WGAW to ponder in
the coming years). It is not just a case of
someone simply pointing a camera and
shooting, and in many cases the
decisions don’t rest squarely on the
shoulders of one individual.
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“When we decide to do a promo, it's
generally the decision of a committee,”
says Epand. “This comprises myself;
Bill Levy, the Vice President of Creative
Services, who is in charge of over-seeing
the production; Dan Young, Director of
International, who polls the other
Polygram companies around the world
to get financial input, and also
coordinate what they’re doing with
what we’re doing; and Gunther Hensler,
President and Chief Operating Officer
of Polygram. It’'s been working out
great, and we're able to produce far
more video material than we might
have been because we can get
cooperation from Europe. Europe in
turn will poll us as one of the
International companies for financial
contributions in videos that they want
to do, when we plan to release an
International product. By having joint
financing, it spreads the cost around
considerably. The average cost of
producing a video will range anywhere
from $10,000 to $50,000, and in some
cases goes to $75,000 or $100,000.”

By contrast, and perhaps indicative
of the increasing emphasis placed on
such tapes, CBS recently spent the
believed unprecedented sum of $250,000
for the new Meatloaf promo video.

Both Warners and A&M put the
average cost of a promo at between
$25,000 and $60,000. It was not entirely
clear, from their replies, however, if this
sum was for one promo, or a series of
different songs. The prices quoted were
a somewhat sharp contrast to budgets
for overseas promos. The average
promo being shot in England costs in
the neighborhood of $10,000 to $30,000
and, in some cases, figures were given
for a series of promos for one artist.
(Those figures were accurate as of June
this past year; owing to inflation, as

-

w¥

i
e . ot

The Marshall Tucker Band as they appear in their new Warner Bros. promotional video which
features two tunes from their current album release “Tenth”. The video highlights the songs
“Silverado” — in which the band members shoot it out ina Western gunfight — and “This Time
I Believe.” Pictured from left to right: Jerry Eubanks, George McCorkle, Paul Riddle, Franklin
Wilke, Doug Gray, Tony Caldwell.
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MORE FOR LESS

“h= Soundcraft Series 300 is the
crewer for any pro who's always
wan‘ed more console . but didn't

have the space. A Series 300 can give.,

mome corsole in less scace fo the
recercing engineer. . . th2 sound-
mixar...or performing Tusician. And,
wi-h the new emphasis an sound for
mozile video recording a Series 800

ccr b= tre perfect fitin = cramped van!

“hz 3er es 800 is acampact 8 buss
ccrso e available in 18, Z6 or 32 inpui
ma nfrarres and can be configured for
reczrcing, sound reinforcement or
stage mcnitoring ... with no compro-
mis=s n Eerformance or quality. In fact,
the Seies 800 is built using the same
qgra it¥ components that go into the
Series 2490, . .like Sourdcraft’'s
famoLs 41 detent EQ pofs.

“ompact usually means a little
boarc with no features. 3ut, the Series
0D withk 18 inputs and 3 outputs, 4
band EGQ on all inputs, crd a nost of
oth=r sea-ures you wart, can fit in the
smallest “6-track studio 2r productior
var frecause it takes just 3% feet of
spcce. The 32 in/ 8 out frame takes less
thar & feet!

\aturc ly, the compact size of the
Seres 8GO0 makes it idel for sound re-
nfcicemant or stage Mmonitoring, too.
Ycu don't need a Summz wrestler to
aau them around like some of the
Orental brands. Besides saving
roodies’ backs, they save stage or
audience space, too.

See or2 of these sel=c ed
Scunccraft dealers today and have
‘him demonstrate a Series 800 for you.
It wi | give you more of everything you
wa~t.. for less.

NOBIHEAST: Boston: Lake Systems Zorp.

(517 242-6881: New York: Harvey Pro Audio

(808 2232042

MIDAFLANTIC: Piftsburgh: Aud o Irnovators

(412 %2 -195D; Phlladeiphia: Dimansion Five
Sucos Inc. 215) 5892546

MIDWESE: Cnicago: AVC Systems “312) 763-6010.
pyramid Aucio (312) 339-8014; Mirneapolis: AVC
Systems[612 729-8305

SCUIHEAST: Mlami: Harris Pro Audio (305)
7555940

RCCEY MTNL AREA: Denver: Baraty Acoustics
B0a 7:0-&474

SCUTHWEST-Dallas: Midcom (317) 640-4572;
SanAnbnic: Abadon/Sun Inc (512) 824-8781;
Oklayoma £ity: Ford Audio & Azoustics Inc

{4035 926-9266:; Tulsa: Ford Audio &% Acoustics Inc
(938: 663-4730

WEST COASY: Los Angeles: Audio Zngineering
Asscciaes (213) £84-4457, Westaxe Audio

(2131 %65-0303: San Francisco: Leo’s Pro Audio
(4354 $52-1583. Sound Genesis 1475).285-8900
CANADA: Montreal: Richard Aud o (514)
487395D; CHawa Ontario: McK=en Productions
Ltc. o134 232-0393: Toronto: Lcng % McQuade
4¥W% 3623-8C06, "ele-Tech ElecTen cs (416)
495564%: Vancouver BC; Commercial Electronics®
6032 609-5525; Winnipeg MAN Oakwood Audio
La2:(204) 286-6715

Soundcraft

THE CHALLENGER

Soundcraft Electronics U.S.A.
20610 Manhattan Place, Suite 120
Torranoe, CA 90501

(213) 328-2595 Telex 182-499

Truck ourtesy Electrcnic Localion Productions, Reno, MV. Photographed at Compac
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Sounbcraﬂ Electronics
58 Great Sutton Street

Lendon EC1V OBX Enga
0O1-251-3631 Telex: 21198

Fos additio

o Sales, Burbank, CA -
information circle # 15
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Visual: Meusic ...
The Hecord Company Viewpoint

... continued
everything, they have probably
increased.)

The variance in budget also takes into
consideration the popularity of a given
artist.

“We generally spend less for a first-
time artist than we would for an
established one,” says Bergman. “But
the bottom line is whether or not they
are a visual act.”

Ayeroff agrees: “There are some acts
you can’t film, because they simply
don’t translate to the screen; they’re not
visual.”

“If a new act starts getting a lot of
airplay and moves up the charts, we’ll
do a promo,” Bergman adds.

A simultaneous video promo and
album release, apparently, is only
considered with more established
groups.

What about the role of the artists in
the creative process?

“Some acts are aware of the visual
medium; they know what the technol-
ogy is all about . .. they have a hand in
the process, but there is no set of rules,
says Bergman. “The manager usually
has a point of view, the artist has one,
and we do. If we can agree on what the
basic idea will be, as well as what the
material will be, then we go from there.
Sometimes we’ll have an artist who
must work with a certain director,
period. But otherwise we’ll put it up for
bid by a production company.”

Asked if there was any validity in the
rumor that some production companies
were “stuck’ doing low-budget promos,
and not given an opportunity to do
higher budgeted shoot, Bergman
emphatically denied that this was
taking place.

“No. Absolutely not. First of all,” she
stressed, “we don’t do that many low-
budget presentations. Something
relatively low-budget is probably going
to be a live shoot, very simply done,
maybe at a club where it’s live-switched
and, as a result, relatively inexpensive.
For something like that, yes, it is a case
where there’s a staff of people who do
that best, and you would probably think
twice about using them for a concept
piece; simply because that’s not what
you perceive to be their best suit. We
don’t divide companies up by budget,
except in that one case.”

It was universally agreed that, with
very few exceptions, promo-video
projects were thrown up for open bid to
most production companies currently
shooting video projects.

Potential Markets for Visual Music

The video is done. Now what? Aside
from the obvious avenues of commer-
cial TV, cable and clubs, is there a
marketing strategy employed? Is this
project to be run by the record company
like an ad campaign, or will it be given
the proverbial “Throw it against the
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wall and see if it sticks” treatment?

“There is a marketing strategy,”
declares Epand. “It varies from artist to
artist, of course, and it also depends on
what is required.”

Many videos are employed as a
means of breaking a group orindividual
while touring, he explains. “Consider a
group whose itinerary leads them to
Boston, for example. We’'ll try and place
a promo on thelocal channel prior to the
group coming into town to generate
interest from the audience who might
not be aware of them.”

Coinciding with Ayeroff’s “circular
awareness,” or variant of the domino
theory stated earlier, Epand pointed out
that video promos are being thought of
more as a potential tool to break artists,
where the former means, radio airplay,
is severely falling down.

“Radio playlists are getting tighter
than ever,” Epland considers, “making
it virtually impossible for a new act to
break on radio alone. Also figuring in
this is the increased costs of touring.”

There was a timein the not too distant
past that groups would tour almost
constantly in order to break. A prime
example that comes to mind is the story
of ELO. After touring the U.S. almost
non-stop for roughly two years, they
finally broke into the American market.
Today, however, that strategem is
financially unfeasible. Consequently,
there is a justification for an
expenditure of upwards to $75,000 for a
film/video promo.

Role of the Recording Studio

What about the question of a
recording studio interfacing in the
promo field? There has been a trend in
recent years for studios to set up video
facilities in-house. Most everyone to
whom we spoke was rather cool to the
idea, citing more favor towards
“concept pieces,” as opposed to staged
studio setups. So before a studio
considers spending an additional $3
million for a video facility, it should
think about its cost-effectivness.
Remember, there are aslew of small and
large video facilities and companies
now in the business, and not making a
go of it. Also the rate of technological
advances makes obsolescence a twice-
yearly thing. Regarding the question of
the “concept piece,” there have been
some recent grumblings about videos
being popular with audiences, but not
enhancing record sales. A recentitem in
Billboard regarding a new promo by the
band Visage indicated that the promo
was so good that nobody knew who or
what companies it was for. An album?
Really?

Epand, acknowledging this potential
hazard states that, in future promos, a
concerted effort will be made to visually
identify the band, the current album,
and the record company issuing it,
probably at the tail of the clip, where it
is customary to run credits. There will
probably be a credit for the film/video
production company as well, since some
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companies are establishing themselves
for a certain style of visual presenta-
tion.

However, in defense of the Billboard
statement, Epand says that “Putting a
promo video out in a club or in retail
without something coming on saying
‘Visage. Polydor Records & Tapes’,
means that the material is kind of lost
on a lot of the customers. On the other
hand, we have noticed sales going up
for Visage. In fact, in Europe Visage
broke through video, because they’re a
non-performing group. The showing of
the video brought them to number one
in Germany, U.K., Holland, and
France. In Germany, alot of advertisers
prevented that video from getting used
on TV, which partially hurt the record.
They told the TV stations that they
were giving free advertising by playing
this video tape, while they [the
advertisers| were paying for airtime.
And that’s a new and interesting
problem.”

Art versus Advertising

Which brings us back to the ‘Art
versus Advertising’ problem. At present
there are no conclusive answers to this
question, and the problem hasn’t
surfaced in the U.S. yet; it may never
come around to that. If it does emerge,
the potential conflict could pose some
interesting problems, and perhaps a
dramatic reassessment of where video
will go. Will it become more firmly
entrenched in home video, or will
promos start taking on the look of ad
campaigns?

There are probably sufficient
difficulties inherent to the production of
a promo itself, without worrying about
possible future problems that may
never arise.

“I think there is the inevitable
problem with being too ambitious,”
warns Bergman. “Which results in '
being too close to, or over the wireon the
money. [ would say most companies are
fairly well prepared, but that’'salways a
probem — going into something before
you're absolutely nailed down as to
what exactly you’re going to do, and
why. Some record companies are good
at ‘winging it’; some are not. Some
situations can be done that way, and
you can anticipate some of the problems
in front, but not always.

“Sometimes an artist wants to be
more involved in a piece, and may or
may not have the experience to be
involved. So that can be time
consuming or expensive. Don’t get me
wrong, I think it’s helpful to get an
artist involved. If they know what
they’re doing, and know how to work
with a camera, generally speaking
they’re going to be better atit. They can,
of course go the other way, in which
they immediately think that they know
as much about film and video as they do
about 24-track recording, and that’s not
always the case.

“On the other hand, it’s important for
artists to become involved and to work
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Ed Greene chose Auditronics’ stretch 750
for his mobile TV production center ... here’s why!

“First, in addition to all the features | need for muiti-track re-
cording. | felt this console was the only one properly equipped for TV
production.”

“Second. Auditronics’ transformer circuit design with state-of-
the-art transformer-less specs has the transient response and distortion-
free sound [ need for the digital decade of the eighties.”

“Third, when I'm working live, there’s no second chance. With
Auditronics reliability, | know everything’s going to be right the first time.

If you'd like to know more about why Ed Greene and other
world-class mixers prefer Auditronics consoles for recording and post-
production, circle reader service number or contact us at

3750 OId Getwell Road, Memphis, Tennessee 38118  (901) 362-3750

For additional information circle # 16

Greene-Crowe mobile TV production center

auditronic; inc.
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Where it counts.

"Due fo our creative needs PRS' wide product selection and support has
made them our first choice ” (DD
Syncro Sound Studios, Boston MA  Steve Berkowitz, Operating Director (% AT

“A long lasting friendship has helped our business to expand, keeping us on
top of the industry.” ‘ ;
Soundtrack, Boston MA  Rob Cavicchio, President A A

"PRS’ support has made them our main supplier of choice for years. 7
Starfleet Blair Inc., Boston MA  Sam Kopper, VP, Executive Producer %mm{ /(#\

"PRS is more than our sole equipment supplier: their service and support has
proven invaluable time and time again.”

Reel Time Productions, Cambridge MA  Bruce Macomber, President @WC‘ 7/:2«»4
"We chose PRS because of their reputation for design support before and

after the sale.”
Celebration Sounds, Pawtucket Ri  David Correia, President Ow'“‘ }l' lo-ioia

“Finally ... a professional studio equipment supplier”

$tudio-B, Boston M Smi Chief Eng Ay o )

udio-B, Boston MA  Allen Smith, /P, Chief Engineer e T

PRODUCT_____SERVICE____ DESIGN __DELIVERY
INC

Professionals
F helping
Professionals

Professional Recording & Sound 1616 Soldiers Field Road, Boston, MA O2135 (617) 254-210

For additional information circle # 17
WWWwW americanradiohistorv com
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Visual Music . . s
~The RBecord Company Viewpoint

with people who know what they're
doing because, first of all, they’ll look
better, sound better, and they’ll become
more used to the technology. And the
more they understand the limits of the
technology, the easier it will be for
everyone.”

Ayeroff sums up the situation in
somewhat more simplistic terms: “A lot
of artists and managers fancy
themselves as C.B. DeMille’s, and . . .
well,” he says, pausing and adding an
all.knowing resignation to that last
“well.”

Another recurring problem when
budgeting a promo video is something
that simply can’t be avoided; the error
in judgement. Was it really wise to
spend that much money on that
particular group or artist? Should we
have spent more? Did we use the wrong
production company or director? All of
these factors are just part of the
problems faced by those making
promos. If one considers the burgeoning
industry of video/film promos along-
side the motion-picture industry, you
could be dazzled for hours with an
endless list of similarities.

Towards The Future

What about the future for promos?
Having posed the question, we were
faced with a wide spectrum of feelings,
ranging from cautious optimism to
unbridled enthusiasm. No one doubted
its place and its continuing growth,
however.

Jeff Ayeroff: “Ours is an industry
that, if you have the tools, you’re an
expert, but there are no experts in the
entertainment industry. I’'m beginning
to get tired of the continual clamor to
video; it’s starting to remind me of the
scene in The Graduate, where the guy
walks over to Dustin Hoffman and
says, ‘Plastics’. If that film was done
today he'd say: ‘Video’.

“I think it’ll cool off after a while, but
the bottom line is that a promo filmis a
billboard; the right video will sell the
right act. A great video isn’t going to
sell a record if it isn’t going to sell
traditionally as a record. We’re not at
the point now where videos are making
the record. If the record’s there, and you
then make a great video on top of that,
then it helps sales. Butiftherecord ain’t
there and you make a great video . . .
who cares? It’s still the record business;
these are just ancillary pieces. The real
test is whether or not Home Video is
going to take off.”

Len Epand: “It’s beginning to feel like
everyone’s going to beliving in a plastic
dome and watching television.
Polygram’s involvement in doing
videos began around 1976. It originated
as a substitution for an artist’s ability to
get on a TV show. If an artist couldn’t
make it on, say Midnight Special,
because of other commitments — such
as a European tour — they would do a

video. If fact, it was dore in very few
cases, and only with :.rtists whose
records had certainly To}-40 potential,
but mostly in the Top-20. At that point,
back in 76, everyone to)k a cautious
approach, but we were in there right
away.

“At that time though, video was
defined as a performarice, not as a
record or a concept piece; it least by the
modern definition of it. 2 t the time the
cable industry hadn’t gotten that
prolific, although w: were still
producing videos. I1 fact, our
production had increasec . Around that
time companies would pop up:
Rosenman Productions, for example,
came up with the concep: of the ‘Video
Jukebox’ [shades of The Scopitone, no
doubt?], and were puttinng them, as a
package, on broadcast shows. They
paid all the rights to tt e appropriate
sources, and then shows like Midnight
Special started. We have found this to
be an effective sales tool simply because
of exposure.

“Video is one of the most dynamic
mediums there is. With the increased
cost of touring, and the p -oblems on the
concert circuit, the c(rain on the
entertainment dollar, th: proliferation
of new medium . . . it not only hurts the
concert scene but it alsc affects record
sales. We're exploring ways right now
of making video an income-producing
portion of our business {>r both us and
the artist, through Pulygram Tele-
vision.

“As far as the negative side is
concerned, I don’t really see anything.
We have a great roster of artists, and
there is great optimism i1 Polygram. In
answering the critics, 1 feel that just
because you can’t quanti’y video play to
a record sale, it doesn’t mean the
audience isn’t influenccd. I hope one
day we may be able to m irshal forces to
break records via video.’

Jo Bergman: “I think here’s going to
be a lot of work that needs to be done
before anybody unde-stands what
we've been talking abcut. We are so
early in our development — such an
early stage as far as music in the video
area is concerned — that serious
marketing in home vid2o will take at
least another two years. Until there are
machines out there, a1 d people start
buying, it’s all wait-and see. When that
happens, the material that will be
developed will be quite different from
the material being dev:loped now for
the cable market. But b;* that time a lot
of this extremely necess.iry but ofttimes
unimaginative developnent will have
been worked out to suct an extent that
we will be able to have musicians
working with writers, directors and
producers, so they can actually create
things for the medium.

“There will be mo-e avenues of
creative work, such &s the work of
Russell Mulcahy on the Ultravox
Vienna promo; althoug 11 feel he has a
tendancy to concentraze more on his
‘style’, making the grot p and the song
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somewhat secondary: His work is
stunning, but that's his work. In the
case of the Kim Carnes’ Bette Davis
Evyes, where the song was strong
enough to make the impression . .. you
really remembered it. Mulcahy’s work is
fabulous, but I den’t think that it’s
anything that’s actually going to sell
the artist or the music, because I think
it’s totally irrelevant to his creation.

“With the question of record
companies getting involved in in-house
production, setting up in-house
facilities, RCA tried to do it, but after a
while everything was the same, and you
can’'t do that where the artist is
concerned.”

One of the main problems confront-
ing video production facilities is
keeping up with technological ad-
vances. The record industry is in such a
state of flux right now that it would be
inadvisable for anyone, unless for
purposes of a tax write-off, to risk such
an expenditure. For example, there was
a story circulated recently regarding
the NBC News Bureau in Washington,
D.C., and its changeover from film to
video. It was said that NBC spent
somewhere in the neighborhood of $4
million revamping their news gather-
ing facility; switching from the
somewhat antiquated 16 mm sound-on-
film medium to %-inch video cassette.
The system apparently was in use for a
period of six months before it was
realized that “%-inch was now obsolete,
in favor of the new, more advanced 1-
inch videosystems. Four million dollars
is not a lot of money where NBC is
concerned, but it could prove to be
financial ruin for anyone of lesser
capabilities.

A&M has its own in-house facilities,
but it uses them for other things. In fact,
the facilities are managed by Kramer-
Rocklen, but from A&M’s point of view
it’s there anyway and has been for quite
some time.

Ayeroff, when asked about the former
Chaplin Studios facility, explained that
A&M Records uses it only occasionally,
and that it is booked by mostly outside
companies shooting everything from
TV Spots to Game Shows.

“It’s interesting now,” Bergman
continued, “but I think it will be quite
interesting in a couple of years. By that
time we will have gone through all of
this heart-rending positioning, figuring
out, and shake-down, and everybody
knows what’s going on. It doesn’t make
sense at the moment, however, and I
think that it’s very difficult for record
companies right now, because you're
talking to people who are used to
listening to things, not to looking at
them. And they are not necessarily
persuaded that looking at a band is
better, in terms of marketing.

“I totally understand that, although
it’s important to recognize that this is
another aspect of a performer’s creative
work, and we should be involved in it.
But it's something that some of the
record companies will understand, and
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The Tascam Series 80-8 The 80-8 proved that perfor-
has become the most popular mance and versatility could be
8-track multichannel recorder affordable. Signal-to- noise is
in the world. Its reliability has better than 95 dB (weighted)
been proven in basements, with our integral dbx unit (Model

garages, and recording
studios every-

DX-8). Once installed, it's totally
automatic. And our new
Variable Speed Control**lets
you adjust 15 ips +20% to
solve tough cueing and
timing problems or add
creative effects.
The 80-8 is proving that in
profzssional recording, results
The results are all that count. Because to us,

produced on pro means results. On demand.
the 80-8 are a matter of record. = For payment.
Sometimes gold. If you
The 80-8 proved a new agree,
standard was needed. Eight see

tracks on half-inch tape. 15ips ~ your  §
only. This new format allowed Tascam
us to create a combined record/  Series

reproduce head, with full dealer for

frequency response in the sync  the machine i

mode. that can prove = it. Because
The 80-8 proved multi- it makes senseto do business

channel recorders could be with the people who have the

relatively easy to operate. Our track record.

Function Select buttons deter- e s G R e

mine the record, monitoring

and dbx* status. One button TASCAM gELFj!%(S)

for each track. TEAC Production Products

©1981 TEAC Corporation of America, 7733 Telegraph Road, Montebello, CA 90640
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— continued from page 28 . . .
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Vistiall Music . . .
» The Record Campany Viewpoint

=omte 0f them never will, and that’s it.

“With regards to the MTV: Music
Channel, some people have commented:
‘Who wants to watch radio?’ I think
that they’re missing the point entirely.
It’s equally as disturbing as the people
who don’t understand why visual-
music has taken all this time to develop,
and now they think it’s all about to
happen. But it is not ‘all about to
happen’; not this year, not next year . ..
maybe in a couple of years from now.
The kids are going to define it. They’ll
do it with interactive computers, and
they’ll be using videodisks. It'll be
created differently. The really exciting
video material will not be coming from
the record companies, it will be coming
from Atari.

“One day, maybe soon, we're going to
think of video promos in the same way
as we think about Scopitones: curios.
But it’s wonderful as a testing ground
for artists, directors, producers, writers,
everybody. Because they can doit allin
arelatively inexpensive area, compared
to TV or film.”

It’sinteresting to consider the present
market for visual-music pieces as being
a “testing ground” for new talent, and
equally fascinating in light of recent
events that have taken place. A&M, for
instance, has announced the formation
of a Motion Picture and TV Production

division. The same goes for Arista.
Polygram already has its own TV and
Film wing. Whether the eye is on TV,
film or the cable market is, as yet,
unclear. It might be a worthwile
moment in passing to think about the
sudden interest in promos as represent-
ing a smoke-screen, more or less, for
bigger things. As far as talent being
spotfed, a rumor was circulated that
promo-director Russell Mulcahy has
been approached by Martin Scorcese
regarding possible future feature film
work.

There is feeling afoot, however, that
even after such a short gestation period,
the video promo has become a dinosaur;
bereft of enthusiasm and succumbing to
flabby concepts that no longer work.
Almost certainly the problem is not so
much in the productions themselves;
one can make a convincing argument,
however, that cable, like radio, is the
real culprit, since it is not necessarily
the alternative everyone thought it was
going to be. Cable is run by people with
less imagination and foresight than
radio. And the outlook for radio, as we
all know, is bleak.

The whole question is one that needs
sorting out. At this momentthere are no
answers. There is optimism, however,
which ranges from unbridled to
cautious. No one has declared the Video
Promo dead. At least not this week.

ooo

audiotechniques

Presents

W\ TECHNICAL
TRAINING SEMINAR

FEBRUARY 1,2,3
_ AT THE NEW YORK HILTON

AUDIOTECHNIQUES, IN COOPERATION WITH MCI CORP.,
FT. LAUDERDALE, FLORIDA, WILL PRESENT A THREE DAY
SEMINAR AT THE NEW YORK HILTON.

ENGINEERING AND TECHNICAL PERSONNEL FROM MCI
WILL COVER THE TECHNICAL ASPECTS OF OPERATION AND
MAINTENANCE OF MCI TAPE RECORDERS AND CONSOLES.

Seminars are offered in two sections. Cost
Section!  Feb 12 JH-NOB, JH-24 Tape Machines S 95.
Sectionll  Feb 3 JH-600 Console and Automation § 75.
Sectioniandll S150.

Participants will receive complete MCI Manuails for each
section taken. Certificates to be awarded upon

completion of seminar.

Seminar Leaders
GREG LAMPING, RUEL ELY.. .MCI Technical Services,
BOB BERLINER, RICK ANDERSON, ... Audiotechniques

For additional information
call or write BOB BERLINER,
Audiotechnigues, 652 Glenbrook Rd.,
Stamford, CT 06906
800-243-2598
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UNITED WESTERN
SCORING SERVICES OPEN

The new division of United Recording
Corporation, to be known as United
Western Scoring Services, Inc., will be
devoted to scoring for the motion
picture and television industries.

“We have created an autonomus
division which can work with the
various guilds and unions of these
industries,” Jerry Barnes, vice
president of recording, explained, ‘‘in
the most up-to-date scoring stage in
Hollywood. We took the historic United
Western Studio One, where most of the
greats from Crosby to Sinatra to
Manilow have recorded, and converted
it for scoring.

“The studio is still ideal for making
records with large groups,” he
continued. “The acoustics are the same,
and you can still seat a 60- or 65-piece
orchestra onthefloor. The only changes
are the addition of a fully equipped
projection booth, and one of the largest
wide-screens you'll find in a scoring
room anywhere.”

Behind the scenes, the new United
Western Scoring Services offers 24-
track tape recording, two 6-track
Magna-Tech 35 mm recorders, and a
Magna-Tech dual dubber; all of which
can be frame synchronized from one
location. Videocassettes can be tied-in,
too, if needed, and both tape and film
tracks can be recorded with Dolby.

ALANGROVE BUILDERS
APPOINTS AIM LIMITED
AS AMERICAN AGENT

Since 1976 Alangrove has been the
primary contractor for construction of
Eastlake Audio recording studios in
Europe designed by Tom Hidley. The
company has completed many world-
class studios, including Abbey Road,
Utopia, Maison Rouge and Phonogram
in London; Studio Davout, Studio
Barclay in Paris; Union Studios in
Germany; CBS/Sony in Japan; Estudio
in Ecuador; Thunder Road in Canada;
and Artisan Recorders in Los Angeles.
Alangrove have also built video and
motion picture facilities, audio-visual
theatres and mobile recording vans.

While offering a broad range of
services, including acoustic design,
construction, air conditioning, wiring
and installation of audio-video
equipment, turnkey completion of
studios can be realized anywhere in the
world with Alangrove’s team or, if
preferred, just a foreman to supervise a
local construction crew.

For more information contact: Bob
Gross, AIM Limited, P.O. Box 99,
Antrim, NH 03440. (603) 588-2821.

NEWS continues
on Page 134 . . .

m.
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The new Lexicon PCM41 Digital Delay . .. with “the
sound that makes the difference’”

You're a performer ready to move up. Oryou have
asmall studio — and big ideas. Performer or studio owner,
you're ready for sound that's better. And that means Lexi-
con...the digital delay top performers insist on...the same
delay you'll find in world-class studios.

Only now you can get it for a lot less dollars with
our new PCM41.

This new Lexicon system is based on the same
PCM technology that goes into the big Lexicon systems.
You get a broad repertoire of creative effects — double

tracking, flanging, vibrato/tremoilo, arpeggio, doppler pitch
shift, slap echo. All the big-system stuff plus some dramatic
new goodies. Like articulated sweep in The VCO Envelope
Follower that automatically tracks the attack of your
sound for dramatic new effects. Only Lexicon has it! Plus
infinite repeat for background rhythm and counterpoint
effects.

All major functions can be foot-switch controlled
for easy on-stage or studio use. But the big plus is the
sound| Listen to Lexicon’s PCM41 for yourself at your
pro-audio or instrument dealer. It's different. And it can
make a big difference for youl

60 Turner Street, Waltham, Massachusetts 02154 ¢ (617) 891-6790/TELEX 923468
Export: Gotham Export Corporation. New York. NY 10014
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Photography by Jeffrey Mayer

evison

-interviewed

for R-e/p by
ROBERT CARR

Ron Nevison entered the music business as alive sound mixer for Festival Group, based
in Philadelphia, during the latter half of the Sixties. After touring with acts such as
Jefferson Airplane, Traffic, and Eric Clapton’s Derek and the Dominoes, he was
admittedly “burned out with life on the road.” Excitement and promise of the English
music scene lured Nevison to England in 1970, where he gained a wealth of experience
engineering for The Who (the Tommy soundtrack and Quadraphenia), Bad Company,
and Led Zeppelin. Returning to the States in 1975, his association with Gary Kelgren,
co-partner in the Record Plant, led to production and engineering assignments with
Dave Mason, Eddie Money, The Babys, and UFO. R-e/p caught up with Ron Nevison at
The Los Angeles Record Plant just after he completed Jefferson Starship’s latest

album, Modern Times.

R-e/p (Robert Carr): I notice that most
of the sessions you do are predominent-
ly hard rock. Do you feel that’s your
specialty?

Ron Nevison: Yes, that’s my
specialty, although the Dave Mason
album couldn’t be described as hard
rock, and | have done other things. But
generally, yes, hard rock is my
specialty.

R-e/p (Robert Carr): Where does that
stem from?
Ron Nevison: I guess it stems from my

live mixing experience. Early on I got
involved with groups like The Who, Led
Zeppelin, and Bad Company, who were
hard rock groups. I made a name for
myself in that area, but I have tried to
branch out a bit.

I think I do get into areas other than
hard rock. I don’t do R&B; that’s a
totally different production technique.
There’s an inherent danger that a lot of
people run into in this business. I’ve
seen some very strange pairings of
artist and producer that have worked
very well. But some of them — I won’t
mention any names — are doomed from

the start. They get into areas they
shouldn’t.

R-e/p (Robert Carr): In the sense that
the producer and artist do not have a
rapport or empathy with one another?
Ron Nevison: They don’t have an
understanding of what's required to
produce music outside their chosen
specialty. I'm not going to take my
style, put it into a different type of
music, and try to make it work. The
producer has toadopttheartist’s style.I
see it happening over and over, where a
producer tries to use his “successful”

Producing a group is totally different than producing a single artist . . .
i the producer has to adopt the artist’s style . . . but just because somebody -
can cut music on the road, doesn’t mean they can cut it in the studio!
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When he was 16, Humberto moved to the
U.S. from Chile, where several of his relatives
were successful singers. He worked on an
assembly line for a while, before wandering into
MGM Studios. A year fater, when an engineer
got sick before a major session, Humberto was
the only one around who could get the job
done. He's been getting the job done ever since
for an incredible variety of people, from Debbie
Boone to Alice Cooper, as well as Frank Sinatra,
Sammy Davis Jr., Steve Lawrence, Tony Bennett,
Shaun Cassidy, The Osmonds, David Bowie,
Denise Williams, Gladys Knight, Bill Champlin,
Lee Ritenour, Hall and Qates, Leo Saver, The
Average White Band and Bernie Taupin, whose
album he produced.

ON RECORD BUYERS

“When you make hits, you have to think
hits—14, 18, young. The people have to be
realistic. How many albums is a 27-year-old guy
going to buy, as opposed to a 15-year-old? |
mean, you go to a record store. Maybe a 16-
year-old is going to buy four albums. A 23-year-
old is going to buy one or two—he's very picky.
He might buy very specific groups that he likes.
He might follow critics. When you make records,
you have to think kids. Those are the guys who
buy the records"’

ON RETAKES

“l hate perfect records. You cut the basic
track, the vocals, and then the producer goes all
the way back again. He starts replacing the
drums. And then he replaces the bass, because
the bass doesn't feel quite right. And then he
starts doing the keyboards again. So that by the
time he's finished, he's done it all over again. If
it's not right, | understand. Let's do it all over
again. But when you start patching things that
already have the specific feel in there—that
‘something’ that has already been printed—you

can hear all the human things that are all there
for the first time—| don't want to be a part of that.
| have been part of one of those and it just
drove me crazy'’

ON NOISE REDUCTION

“I don't use any noise reduction. | never use i,
either when I'm doing tracks or when I'm doing final
mixes. They really affect the music. They affect
sound in general. To me, the punch is all gone. The
drums sound different. The vocals sound different.
The keyboards sound different. | can hear those
things and it really bothers me, so | don't want to
be a part of it

ON TAPE

“Since | started with MGM, we always used
Scotch. Only once, I've experienced a different
brand of tape. And | was very disappointed.
And | had a serious problem. It gct so bad, like in
the middle of the mixes, the tape started giving up
—heavy drop-out in places. And then the tape
started peeling. Not on the outside. It was giving
up on the inside. | mean, | was doing a mix, and
halfway through the song, the whole top end
disappeared, like someone threw a blanket on top
of the speaker. So we mixed about halfway through
the album. We mixed in sections. Ve cleaned the
heads all over the place. We did the introduction.
Clean the heads again. We don't want to take
chances. | wouldn't do a project with any other
tape besides the 250. | have done the past 20
albums, the past 30 albums all on Scotch. It gives
me what | want, and what | want is a real clean
taping, punchy bottom end, very little hiss, almost
none. You have to try things in order to know if
you're doing the right thing. If you don't try, you'll
never know. And | have tried, and the results have
been different”’

SCOTCH 250 RECORDING TAPE
WHEN YOU LISTEN FOR A LIVING.

o,

e

“3M Hears You
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formula on another style of music,
without realizing what the group does
best. The producer has to segregate a
“style” of music from a “‘sound.” For

hard rock you have to present a
powerful sound. Youcan't takethatinto
R&B, where the sound is much less
ambient. It's a different technique.

R-e/p: Are you referring to something
like muke placement, for example?
Wouldn’t what you're saving necessar-
tly apply to pre-production techniques,
or mixing techniques, as well?

RN: Certainly. It would apply all the
way through a recording session. What
you hear on therecord is, yes, more mike
technique than psychological warfare.
But you’re dealing with people, and the

style of music theyv're plaving. It gets
down to tailoring a production
approach specifically to all levels of the
project you're working on.

R-e/p: Don’t you feel you have a pretty
basic way of producing a group, or
artist, that you follow all the way from
pre-production, through production. (o
the mixing process?

RN: No, [ don’t think so. Well, in basic
terms. .. yeah. Butl think my approach
1s flexible enough that it changes for
each individual or group. Producing a
group is totally different than
producing a solo artist. Someone like
Dave Mason, for example, has a group
that he tours with: The Dave Mason
Band. 1f somebody in the hand doesn’t

cut it, he’s dispensible; you simply bring
in somebody else. [t’s the same thing
with material, because there’s just one
writer in this case.

If you're dealing with a group like
Jefferson Starship, however, where you
have three different writers, and you
have to work within the self-contained
format, there’s no question that you go
into the project with theidea of making
it work as the group. That changes your
pre-production — your outlook on the
group, and the project as a whole.

A lot of times you have a situation
where a producer has to make a deal
with an artist or group months and
months in advance, without ever
hearing any material. You have to
make the decision to do the project on

p:

SERVICES AVAILABLE:
BUSINESS RECORD:

SYNOPSIS:

RUDI BREUER
THE SERVICE YOU CAN TRUST
... AND RECOMMEND

\

DESIGN & CONSTRUCTION OF
RECORDING STUDIO & VIDEO STAGES

17 YEARS OF STUDIO DESIGN & CONSTRUCTION
FOR THE BIGGEST & SMALLEST STUDIOS

RELY ON ME BEING HERE YEARS FROM NOW
IN FACT, DEPEND ON IT.

e Ground Star (Ronnie Milsap) — Nashville, New Studio

¢ Rumbo Recording (Captain & Tennille) — Los Angeles, Two New Studios
e Village Recording — Los Angeles, Studios D) and B, Control Room A

e Frank Zappa — Los Angeles, New Studio
® Smooth Rock Studio — Calgary, New Studio, Redesigned

e Rick Davies (Supertramp) — Encino, California, New Studio

e Gardenrake (Jay Graydon) Sherman Oaks, California, New Studio
¢ Don Felder (Eagles) — Malibu, California, Control Room

PLEASE CALL RUDI: (805) 273-3792
P.0. BOX 1122, PALMDALE, CA 93550

LICENSE NO. 238315
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Peter Butt is a professionally
respected consultant, writer, and
former chief maintenance engineer for
Wally Heider Recording. He was
recently asked by Audio Engineering
Associates to review the Soundcraft
recorders. His conclusion:

“These machines are excellent value
and with-a bit of fine tuning, could
provide the discriminating buyer with

a machine whose audio quality is better
than other recorders costing

twice as much.”

Audio Engineering Associates, in
cooperation with Soundcraft, now
offers these machines blueprinted to
Peter Butt’s specifications at no
additional charge. These AEA versions
are built to your order. Contact

Wes Dooley, chief engineer or Dick
Knoppow, technical supervisor to
discuss your requirements.

All machines are delivered with full function
remote control that includes a real time
counter with return to zero plus cycle
functions and wide range varispeed.
Options include a nine position auto-locator
with local zero capability, 16 track
prepared for 24 track, interchangeable head
stacks, noise reduction trigger outputs,
dedicated synch outputs and fast multipin
connectors fcr quick set-up with
Soundcraft boards.

24 tk machines start at $21,250; 16 track
2" at $19,050; 16 track 1” at $15,500,
and the 8 track 1" package is $11,999.
Soundcraft from AEA: affordable,
reliable excellence.

AUDIO ENGINEERING ASSOCIATES

1029 North Allen Avznue ® Pasadena, CA 91104 « (213) 798-9127
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past performance, in the same way that
a group has to choose the producer on
past performance.

R-e/p: Such as
example?
RN:Right. They're unique, because
they have a lot of writers. In most cases,
groups have one main writer and
maybe one auxiliary writer. But not
three, where they're always providing a
lot of material. In fact, with the
Starship, we had too much material. I
had to hold a secret ballot to determine
which three songs the group didn’t
want on the album. That way the
selection wouldn’t openly conflict with
anybody else’s opinion. It was a
concensus of what songs everybody
liked, without anyone actually having
to say so publicly. I was the only one
who wasn’t writing. Everybody else
was involved in that.

with Starship, for

R-e/p: Was the situation that sensitive?
RN: No. I don’t want to be miscon-
strued. Obviously, the democratic
approach is the best way to make
decisions within a group. At least that’s
what seemed best in order to find out
what everybody’s feelings were,
without anyone actually knowing who
voted which way. We all had a vote —
the band, the manager, and myself. We
all decided democratically. Idon’t know
if you can call that sensitive, or just
sensible. But let’s say that it’'s more
accurate; I got a more accurate
sampling of what everybody thought
the album should be made up of.

R-e/p: 1 gettheimpressionthat working
with Eddie Money was kind of touchy,
but in a different way. What was that
project like?

RN: Actually, Eddie Money brings up
an interesting point. When we started
that project, Playing For Keeps, Eddie
wanted to use in the studio the band he
was going to take on the road. Now just
because somebody can cut the music on
the road, it doesn’t mean they can cut it
in the studio. There's a certain
experience — especially with the
rhythm section — that has to be gained
beforehand, in order to make the actual
recording process easier.

But the drummer didn’t have that
much experience in the studio, and that
can be difficult, especially when you
have an artist that expects big things of
the producer. It's dangerous! It’'s much
more dangerous than an unknown
artist situation, because the known
artist expects more from you in terms of
a more successful album.

But, by the same token, I had to go
along with Eddie on his decision to use
his road band, because I had to make
him feel comfortable. As it turned out,
we had to recut a lot of the tracks. It
doesn’t mean though, that I wasrightat
the start of the session. There was
enough chance at the beginning of the
project that I could be wrong about the
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players’ abilities, and I didn’t want to
take the chance. I had to let the
situation happen, which involved extra
costs.

Eddie had been wanting to use the
drummer for a while, but every producer
he’d worked with would say no.
Frankly, after rehearsal I didn’t know
whether the band would cut it or not.
But I felt that I could not not give them
the chance. The band was eager, and a
lot of times that’s more important than
anything else; they were enthusiastic
about the project. As it turned out, the
drummer wasn't quite good enough for
what we wanted. Although he was
good, we did have to do things over, but
I won’t go into specifics.

So there’s a situation where you have
a solo artist that also has a band. It
would have been nice to go into the
studio and have it work immediately.
But it didn’t happen that way, and it
cost us some time and money.

R-e/p: Who was the drummer on
“Trinidad,” from Eddie Money’s
Playing For Keeps album?

RN: That’s a drummer by the name of
Gary Malabar, who we wanted to use

anyway. The song was written partly
by Gary, Lonnie Turner [bass player],
guitarist Greg Douglas and, of course,
Eddie. That was a turning point in the
album. When we cut that tune, we
realized we had to cut some of the other
ones over, because that was what we
were going for.

There comes a time when you
establish a kind of cornerstone; you get
to a musical level that you've been
shooting for. Then you have to bring
everything else, if you can, up to that
standard. That’s what happened. When
we got that track, we were so pleased
with it that we redid some other things
to bring everything up to that level.

R-e/p: To me, the sound on the drums
was very open. It didn’t sound like a
very close-miked set.
RN: No, it wasn’t. But it sounds closer
to me than it did originally, when I first
listened to it about six months ago.
Eddie had very definite ideas about
echo. He didn’t like it, especially on his
vocal. I'm more liberal with echo,
because a lot of it gets lost, or
disappears altogether on a record. That
wasn’t a point [ could get through to
Eddie. It soundslikealine you're giving
somebody: “Well. it won’t be as much on
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the record.” Sometimes you can talk
your head off, and what you say just
falls on deaf ears. Eddie’s that kind of
guy; I couldn’t get through to him.

R-e/ p: Did you use more of a room sound
on drums, rather than artificial echo or
a DDL?
RN: [ did kind of the same thing that I
usually do. I've been using Studio C at
the Record Plant for years, and as Mike
Clink | associate engineer] can tell you, I
always record drums a little bit
differently every time. I like to fiddle
around looking for a more unique sound
for the particular project I'm doing.
Basically, I had the drums set up on
the stage. Studio C has a raised marble
stage about 2% to 3 feet high that runs
the entire width of one end of the room.
Surrounding the stage are glass walls
covered by heavy drapes. [t gives you
the option of setting up any kind of
acoustics between super live with the
curtains open, to very dry with all the
drapes closed. It’s impossible to say
how I recorded any specific drum track.
Sometimes | had the curtains open;
sometimes | had them closed; and
sometimes half open. Sometimes I used
a stereo mike in the corner of the room
for ambience, and added varying
amounts of that in the final mix. It just
depended on what worked.

R-e/p: Doesn’t having a marble stage
forthe drums make the sound a little too
live?

RN: Yeah. I put down a rug that’s
maybe about 10 by 12 feet. The drums
seem to couple better with the room
when they’re up in the air like that.
They also seem to be up in the air in the
mix; I can actually feel them up in the
air. I don’t know if it’s visual or what.
The stage doesn’t particularly give the
drums a bigger sound, but it can make
the drummer feel bigger — more like a
performance.

R-e/p: Are you very concerned about
instrument leakage?

RN: No. Even if you have gobos around
the instruments — depending on how
loud they are, and whether or not it’s a
big, live-ish room — there’s probably
going to be a lot of leakage. The
ambience mikes will pick up the drums,
because they’re more powerful.
However, the leakage you get actually
adds to the guitar sound, as well as the
drums.

R-e/p: Is the diagram we’ll be including
in this article representative of the way
you usually mike drum kits, or is it an
example of a particular style or sound
for Jefferson Starship?

RN: More or less, and no. The setup and
microphones depend on how the drum
kit sounds. That’s the biggest question
mark — the drummer. For instance:
Gary Malabar [drummer on Eddie
Money’s Playing For Keeps] came in
with his drums and, as I remember, I
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Technics
R&Bseres

The technology
that made Techrics
turntables the No.1
choice will make
this Technics deck
your No.1 choice.

Technics
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replaced the whole kit. His kit was all
“studio drums,” with tape and so on all
over them; they looked like thev were
ready for amuseum. What [ wanted was
Just a plain, brand-new kit, ready for the
stage, whichis what we had at the Plant
— a stage. Gary was professional
enough to go along with me on the
decision and, | think, he was very
happy with the results. That’s the
difference — getting somebody who
isn’t intimidated if you take away his
drum kit. Now, that’s a major thing, but
he was interested enough, and
professional enough, to go along with
me, So was Cozy Powell, drummer with
the Michael Schenker Group.

The biggest “X” factor for recording
drums 1s the sound of the drummer
away from the kit. It’s the balance that
he gets with himself that an ambient
mike will pick up. Thisisreally the most
important fact. If the drummer doesn’t

have a balance with himself — if he’s
really hard onthesnare and light on the
kick — then it’s impossible to get that
big sound I like to get, because it just
doesn’t sound that good away from the
kit. You can almost put one mike in the
room with a hard rock drummer that
has a really good, balanced sound, and
good-sounding drums. It’s much more
up to the drummer and the drums.

R-¢/'p: Was that the case with Zeppelin's
John Bonham?

RN: That’s the case with evervbody,
but my experience with John Bonham
iIs a very good point. He'd break my
hands if I put a mike closer than 9 feet
from his kit. If [ tried to put up a bass-
drum mike . . . forget it! Putting a
microphone there didn’t mean I was
going to use it, but having a kick mike
just in case is a good practice. John
really forced that sound himself.

A Conversation with MIKE CLINK —

Session Engineer for Ron Nevison

How do you view
your working relation-
ship with Ron? we
asked.

“It’s a team -— an
efficient, time saving
team,” he offers. “Once
you build a rapport
with someone, you
don’t even have to say .
anything during the recording process; you
know each other so well that that kind of
communication isn’t necessary. Plus, Ron
doesn’t have to reteach his recording
philosophy each time he goes into the
studio.

“If he’s running late getting to the studio,
or there’s mention during the session about
recording an acoustic guitar next, I'll know
how to set up the studio the way he wantsiit.
[ know the mikes he likes; the track
assignments he normally uses; the limiters
to have ready; and so forth. In addition, [
have to be an overseer — keep an eye on
levels, and keep track of where the parts
are on tape.”

Is it advantageous to work with as many
different production people as possible, or
does he prefer working with a select few?

“In the beginning of my career, | worked
with about 50 different people,” Mike
recalls. “I also got the chance to work with
guys like Andy Johns, Bruce Botnick, and
John Strohnack, before | settled into
working with Ron. | think those guys arethe
best in the business. Over the years, ['ve
gotten the chance to pick up the best
techniques from all of them. My sound is
their sound, and that’s an advantage. If
someone wants me to do an album, they
know I can get a ‘Ron Nevisonsound’, or an
‘Andy Johns sound’.”

Mike Clink has been employed by the Record Plant in Los Angeles for about six
vears, and engineering with Ron Nevison for the past four. With more and more
engineers setting their sights on producing as well as engineering, Mike Clink can
offer some insight inito the question of maintaining a healthy relationship when

working with an engineer/producer.

Is there much chance to work the board,
or is your job responsibility mostly
peripheral?

“As Ron mentions in his interview, he can
never really relinquish control of the board;
that’s in his blood. But numerous times,
Ron will leave everything to me.”

On a session with two engineers —
yourself and Ron — isn’t the possibility of
conflict of personalities or opinions a real
threat?

“I'don’t think there’s any real conflict. I'm
a capable engineer, and want to do my own
engineering and production projects, but at
present | know I'm working with Ron. I'm
not there to upstage him, and he wouldn’t
appreciate that anyway. As long as the roles
are defined, there’s no conflict.

“Ron respects what | have to say
regarding mike selection, for example, but
he has particular microphones that he
prefers. [ enjoy putting up additional mikes
along with his standard choices. I know he
likes a Shure SM-57 and a Neumann U87 on
guitar. [f | think something else might sound
good, Il put that mike up, too. He
appreciates the chance to hear something
else without wasting a lot of time.

“Some microphones are pretty standard,
though. Working with Andy Johns and
John Strohnack, I've found that they, also,
usually prefer the 57 for brightness, and the
87 for the ‘roundness’. Those choices are
typical, especially for rhythm tracks. When
it comes time for the overdubs, that’s where
the more creative choices tend to enterin.”

Do you ever recommend techniques to
Ron that you’ve seen other producers use?

“Never! | keep that out of the way. Ron’s
an excellent producer. As far as production
goes, | never step in. He has his job, and |
have mine.” noo
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R-e/p: How many mikes did you use ta
record Bonham’s kit?

RN: I recorded him with two Neumann
U-87s, cardioid pattern, about 12 inches
apart, with one microphone between six
and eight inches above the other. This
was for the album Physical Gra/f7iti.
The recording was done in a house, and
the mikes were up near the second floor,
about 20 feet high, hanging over a
circular staircase. The two 87s were
looking down, and a little off to the side.
We tried different positions, and that
was one of the placements. In the mix,
the two tracks were positioned extreme
left and right.

R-e/p: Getting back to the Starship
room layout, why do vou have a stereo
mike in the corner?

RN: The AKG C24 stereo microphoneis
used primarily for ambience. [t’s not
conventional, but it sounds good. I
chose the stereo AKG, because I like the
additional bottom I get, and additional
stereo effect. It just seems to work.

The pair of AKG C452s in the room
were also used for ambience. | just
mixed them right in the middle with the
drum track. I don’t usually use both
mikes at the same time — only one or
the other to give me control over the
depth of the drum sound. Occasionally,
I’ll put the most distant 452 on a
separate track, and mix it in later if |
like the way it sounds. The one closest to
the drums | may bus to the drum tracks
while I'm recording.

I'll use about 10 tracks for the drums,
if I'm going with 48 trucks; on a 24-track
system [’ll use less. It really depends on
the drummer and how he plays. [ like to
mix the toms down to two tracks, and
put theoverheads with the high-hat and
ambience together on twomoretracks. |
always have a spare bass-drum track in
case one fails. Aynsley Dunbar
[Starship’s drummer| has two bass
drums, so I havethree bass-drum tracks
— two for the main bass drum, and one
for the secondary bass. U'll route the E-V
RE-20 for the main bass drum to two
tracks — oneontheedgeofthetape, and
the other in the middle. Sometimes
they’ll sound differently. The informa-
tion on the edge track isn’t always as
accurate as that in the middle, but it
may give me a sound that [ like.

R-e/p: When yvou start to do a mix do vou
work with the drums first?

RN: [ always start with the drums, and
build all the other instruments around
them.

R-e/p: Is the mixing process a visual
perception for you?

RN: No, [ have the drums right across;
that’s one of the reasons for the stereo
mike. The drum tracks are not really
panned — most tracks are full left and
right, or in the center. The only thing
panned is the tom-toms, set full left and
right at 7 and 5 o’clock. The snare and
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bass are in the middle. The high-hat I
may pan over to the right a little bit.
Toms are spread evenly, depending on
how many there are. If there are four,
then I'll put the floor tom all the way on
the left, the rack tom all the way on the
right, and the other pair in the middle.
This provides some kind of feeling that
the sound is going across you while
Aynsley’s doing a fill. The overheads
are {ull left and right; the drum kit is
really opened up.

[ usually don’t pan anything too
much. The guitars are usually left and
right. The only thing is, if you put what
I'do into mono, the center information is
3 dB louder, but the mix doesn’t change
much.

R-e/p: Do you change vour mix if you
know that it’s going (o be played on a
mono or smaller system?

RN: Yes, if I think it might be a single.
If it’s definitely an album track, I won’t
consider it. I'll just spread it out, as I've
explained. But I’ll still check it in mono,
just to make sure that it’s compatible.
For a single, I'll squeeze the mix a little
bit tighter.

R-e/p: When you sitdown to starta mix,
what’s the first thing you do?

RN: Get everybody out of the studio. I
mix on my own, but under supervision.
Generally, if the session is with a band,
they realize I can’t do any of that
computer mixing. My approach is
basically concentration, and it's very
hard to include anybody in that. [ have
to get myself into a situation where I
can make all the moves | want almost
by second nature. Until [ get to that
point, | can’t concentrate on the mix
and, with a lot of distractions, it’s very
difficult.

I've come to understand that if the
group is at the studio — and it’s
important for the band to be around —
when I get to a point where I think I've
got a mix that I like, they comein, listen
to it, and tell me what they think. Then
we go on from there. [t’s my feeling that,
in the end, you have to pleasethe group;
they have the final say. Idon’t care who
the producer is.

R-e/p: But there’s a point where, if you
keep giving in or compromising, you
become ineffective as a producer.

Curtains

Glass Wall

us?
Overhead

C452
usz
usz

C24

Drums: Ansley Dunbar

SM-57 Rcas2
@ @ @c-tsz

usz7

Synthesizers

o =

MARBLE
RE-20 @ RE-20 STAGE
Basic room layout for
""Modern Times"’’ :
. M_ v
by Jefferson Starship 4 : U:; §’
Studio: Record Plant, C(%Z Guitar
L.A., Studio C Ambience Pete Sears
SM-57 E:
]
SM-67 =
Guitar: ® _g
Craig Chaquico
us7 R o]
Keyboards: DI ® g
Pete Sears Bass: £
or David Freiberg David Fretberg :_
A or Pete Sears
® = e
usz <}
Gio2 SM-57® HR b
Ambience ! =} N
Guitar: E_ N
L e s = - Paul Kantner S
h 1
Pr&‘;az(,;o r Vocals: _-I
Oberheim Mickey Thomas

& ua7

R-e/p 42 O December 1981

www americanradiohistorv com

RN: That's right, but maybe you
misunderstood me. My job is to present
a group the way that I think they should
be presented, which, I hope, is the way
they think they should be presented.
Hopefully, we're very close in that
regard.

I might have disagreements with
different members of the band, who
may think they’re not being showcased
enough. But the real truth is, you can’t
have everybody in the mix at the same
time, and have a good record. The better
parts have to be brought out, and the
lesser ones have to be set back. If the
band members are listening only to
their own performances, they’re not
being objective about the overall mix.
And that’s why they hired me as
producer.

The drummer, for example, may be
there listening only to the drums. Well,
ok; the drums are important. But
everything is important! The big
question is: what’s more important?
There’s got to be something; you can’t
have everything at the same level in the
mix.

R-e/p: So, when a group hires a
producer, thev're really hiring
objectivity?

RN: That’s right. And a psychiatrist. [
once read a funny quip by Ian Hunter,
who was being asked about his Mott the
Hoople days. The interviewer was
asking, ‘“Well, what about Guy
Stevens? [the original Mott the Hoople
producer].” lan’s answer was, “Guy
Stevens really wasn’t a producer. He
just drove everybody up the wall, which
1s the same thing as a producer.”
| Laughter]

R-e/p: You became involved with
producing through engineering. How
technical an engineer are you? Do you
really care what’s going on inside the
console, or do you view it as just another
creative tool?

RN: I'm not too concerned at all with
what’s going on inside the board. I
approach it practically, as though it
were a creative tool. I don’t understand
a whole lot of it. My knowledge just
comes from using the equipment.
Sometimes things work, and you don’t
really know why they work, but there’s
usually not time enough to stop and
figure it out.

R-e/p: Do you think that's an
advantage for a producer?

RN: It's always an advantage. There
are things [ would have done years ago
that I wouldn’t do now. It applies to
engineering and producing. Whatever
comes from experience limits you:
you're not as open to trying things,
because you're too quick to say that it
won’t work. I have to say that I really
don’t miss the technical end. I'm quite
happy the way everything has worked
out.

... continued overleaf —
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R-e/p: Do you tend to ever downplay the
technical aspects of studio work when
you're working with artists?

RN: A lot of artists know more than |
- do, theoretically. Unless somebody asks
me a direct question, theroles are pretty
well-defined. They do their job and I do
mine. If they want to convey a specific
sound or concept, and they know more
about it than me, they may try to convey
it in technical terms to make their point.

R-e/p: I've heard that you have a
reputation for being a tough producer,
of speaking your mind. and maybe
being tactless at times.

RN: Just because you hurt somebody’s
feelings, doesn’t mean you're tactless; it
could mean that you're honest. It could
mean: “lLet’s stop wasting time, and
realize that this is.a situation where
beating around the bush is just going to
waste money. I'm sorry that you don’t
think I'm a nice guy, but that’s the way
it goes.”

That kind of attitude comes with the
responsibility. If you're responsible for
something, then you have to be
prepared to take the knocks that come
with that responsibility. If the people
aren’t prepared to work hard . ..I mean,
some people want it every way, don’t
they? They want the money; they want
it easy; and they want a great album.
When do you start working? Where does
that come in?

R-¢/p: Unfortunately, a lot of people get
into the music scene because they have
the misconception that it’'s one big
party.

RN: I love the fact that somebody can
find a career they like, and still earn
some money. But there’s a lot of
competition out there. That’s the
difference. There’s a lot of people that
are more talented, and they don’t have
to work as hard as other people. But the
talent dries up when they become
complacent, and start thinking that
just because they're successful, or
making records, everything they do is
brilliant. That’s not always true.

R-e/p: Can lassumewhat you're saying
is that you really need some pressure to
keep productive?

RN: Idon’t know. There’s creative, and
there’s CREATIVE. Sometimes, in
order to be prolific as a songwriter, you
need tragedies in your life — something
to make you melancholic or sad. That
doesn’t mean | go around hoping that
the artists I work with are going to
break up with their old ladies all the
time so they can write good songs. It
depends. That kind of creativity isn’t
healthy.

R-e/p: For the new Starship album,
were all the basic tracks laid down at
the same time? '

RN: They were all cut together —
sometimes three guitars and bass, or
two guitars, bass and keyboards. All the
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instrument amps had houses around
them: front, back, sides and top; all
closed in,

R-e/p: From the sketch you've supplied
I see that you used either a Neumann or
a Shure to pick up the amp sound.
RN: For guitar, | primarily use SM-57s;
the U87s weren’t used that much. On
Modern Times, | had both set up, but I
usually went with the 57. Very rarely
did I use the 87, and occasionally [ went
with a mixture of both.

R-e/p: Have you had any problem with
the: Neumann breaking up from the
guitar amp’s high SPL?

RN: Thaven'thad any problem with the
loudness, because I always use the 10
dB pad.

R-e/p: You don'’t usually sece many
Neumanns used on bass.

RN: I normally use just the 87, take the
bass direct, and then put them both on
separate tracks. | take those right tothe
final mix that way, and put the direct
180 degrees out of phase with the miked
track. Neumanns aren’t used that much
on bass, but I like the sound of the 87.

“On acoustic guitar . . .
putting the microphone
6 to 8 feet away . .. no,
you don’t get the bottom
end, but it’s much more
realistic . . . nobody
listens with their head
right next to the sound
hole . .. why should they
want to hear it that way
on a recording?”’

They don’t have as much middle as a
dynamic mike does; they’re a much
more even, overall response.

R-e/p: How did you position the
microphones for the grand?

RN: I choose to mike acoustic piano
with two Neumann U47s facing down
toward the strings, and the distance
from the harp, of course, changed
according to whether or not the lid was
open or closed. We kept it closed for
basic tracks, when everyone was
playing in the room, and then opened it
up for overdubs. The mikes were about
15 inches apart, and between seven and
eight inches above the strings with the
top open.

We used three synthesizers — the
Quadra, a Sequential Circuits Prophet,
and an Oberheim — and those were
always recorded direct.

R-e/p: Do you ever overdub an
instrument in the control room?

RN: Just synthesizer. There are so
many sounds you can get from that
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mstrument, that the only way you can
really tell what you'regettingistorunit
through the studio monitors. Plus,
communicating with the musician
when he’s in the control room is much
easier, and it’s more comfortable for
him. Sometimes I'll do that with the
guitarist, too.

R-e/p: Were vocals for the Starship
album double-tracked?

RN: Sometimes triple-tracked. Some-
times [’d put each of the three vocals on
separate tracks, and then record them
twice more, combining them on the left
and right. So I'd have two combined
tracks of the three voices — five tracks
altogether — and three performances.
I’ll use just a little bit of echo and that’s
it. At the end of “Find Your Way Back,”
the “Back, back, back, back” part I
caught with the repeat button of an
Eventide digital delay.

R-e/p: Do you spread the voices out at
all to make them a little bit “fatter?”
RN: Yeah. I'll put the three voices
center, left-center and right-center, and
then put the pair full left and right to
provide a very big sound.

R-e/p: What kind of mikes do you use for
acoustic guitar?

RN: Usually an AKG C452, or a
Neumann KM34. I like them both,
because they’re clear. You can put them
far away — about six to eight feet — and
they stay accurate.

R-e/p: Do you still get the bottom end
from the instrument, or are you trying
to eliminate that?

RN: No, you don’t get the bottom, but
it’s much more realistic. Nobody ever
listens to the guitar with their head
right next to the soundhole. So why
should anyone hear the guitar that way
on a recording?

You have to be realistic about the
approach to the instrument in order to
hear it properly. That’s why I have the
stereo drum mike in the corner; it picks
up the whole kit at a proper distance. I
put the stereo mike up left and right
first, and then balance everything
around it with the close mikes one at a
time. There are a lot of problems, and
somebody could drive themselves crazy
trying to duplicate the miking diagram.
There were a lot of phase problems that
we had to sort out during the recording
of Modern Times.

R-e/p: Those phase anomolies were all
pretty much at random too, I would
assume?

RN: Right. Things work, and you don’t
know why, but you go with it. You could
put one tom out-of-phase, and
everything could work perfectly. It’s
just a question of working through the
situation, detecting the problems, and
constantly checking. With so many
microphones in use, there’s a tendency
to neutralize everything. You have to
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The Sound Technology 1500A

It’s the first microprocessor con-
trolled audio measurement test system.
It can do in minutes what used to take
hours with more conventional and ordi-
nary test set-ups. And, it can show you
things you’ve never seen before.

Designed around the most advanced
microprocessor hardware, the 1500A
will show you the whole story on aninte-
gral CRT with adjustable cursor. Push a
“Copy” button, and it delivers a hard-
copy printout from the optional VP-150
Video Printer.

What Will It Do?

Conceived to be the ultimate prec-
sion test instrument for tape recorder
analysis, the 1500A evolved into a com-
prehensive audio test system for many
applications. Here’s just a small sample
of the varied jobs it will do:

+ Complete tape recorder
mechanical and electronic
performance checks

- Thorough phono cartridge analysis

- One-third octave spectral analysis

« Evaluation of audio quality for
VTR’s

« Acoustical room analysis including
microphone and loudspeaker
measurements

« Quality control for high speed tape
duplication systems

« Semi-automated production
testing

« Research and development for the
audio tape manufacturer

- Quality assurance for the audio
distribution network

- Exclusive asynchronous inputs and
outputs for remote location testing
(satellite, transmitter, studios, etc.)

Here’s the kind of data you can get:

» Frequency Response

« Azimuth at 4 discrete frequencies

« 2nd and 3rd Harmonic Distortion
Vs. Level

« Wow & Flutter; noise; weighted or
flat

- Channel Separation 20Hz - 20k

+ Delta Speed & Drift
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Because of the modular plug-in de-
sign, the 1500A is designed to grow with
you. The first plug-in option will be
available soon: a spectral noise and flut-
ter card. Other current accessories in-
clude a hard-copy printer, flight case,
rack mounting ears, and our own test
record for phono cartridge analysis.

Who Can Use It?

Broadcaster. Recording studio. Film
sound studio. Audio manufacturer.
Audio dealer. Service technician. Re-
searcher. Virtually anyone whose job
requires accurate evaluation of audio
equipment performance. Wherever you
are in the audio spectrum, it can make
life a whole lot easier.

Clean up your act with the 1500A. It’s
intelligent. And so is a phone call to
Sound Technology. We’'ll be pleased to
send full information on the 1500A
and our other industry standard test
equipment.

S sounND

% TECHNOLOGY

1400 Dell Avenue, Campbell, CA 95008
(408) 378-6540  Telex: 357445

(= = SRS Rl S T e
| Please send me more information on how the

: Sound Technology 1500A System can help me

1 clean up my act.

INAME ) -
|COMPANY
ADDRESS
| CITY
| ZIP
|

1 S sounD
| T TECHNOLOGY

Sound Technology 1981

__STATE
PHONE . I
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“I always have trouble with record companies . . . It’s always an
artistic conflict . . . The companies that have hired people to liaison between
people like myself and the accountants are the most successful . ..”

keep checking to make sure that
everything you're getting on tape is
accurate; that what’s recorded is not
going to disappear here and there
during playback.

R-e/p: On Starship’s Modern Times
album, how did you record the guitar for
the “Find Your Way Back” solo?

RN: It was aMarshall amp turned up to
about 10, with the signal put through a
Roland stereo flanger, or one of those
effects. [ can’t remember whether or not
I'recorded the flange right on the tape; [
think I did. I usually record tracks with
the effects, except for echo. For
instance: [ did the track “Kashmir” on
Zeppelin’s Physical Graffiti with
phasing on drums. That was the first
day I got an Eventide Phaser, back in
1973. 1 just took one of the two mikes I
was using on the drums, and put it
through the effect to a separate track. I
did the settings while [ was cutting the
tracks. All the fills at the end just
happened to phase correctly for the
track; it was just one of those things.

R-e/p: Returning to the Starship album

. the drums are very distant on
“Stranger,” too. Is that all room sound?
RN: Right, although I did use a Lexicon
Model 224 DDL with a very short delay
— about 0.7 milliseconds. It’s really
impossible to calculate, because it’s not
so much a delay as it is a reverb.

R-e/p: You'’re really just fattening up
the sound, rather than giving it any
depth?

RN: Yes. But I did try an interesting
delay on the guitar and vocals. [ used a
4-track 3M digital recorder, because of
its digital clarity. The preview head
that the machine has for mastering
contains a sophisticated delay line. I
ran the guitar and vocals through that
for a 2-second delay. Under normal
circumstances, even using some of the
good delay units, the quality wouldn’t
have been good enough with so much
delay.

R-e/p: Have you been doing a lot of
digital recording?
RN: Yes, but not recently — only when
people can afford it. I prefer to use
whatever I can use — analog or digital.
To be limited is a drag. I've never totally
gone digital, but 've used it for a couple
of albums as sort of an interim tool. For
that I'd lay the basics down in analog,
transfer to digital, do all the overdubs,
and mix it back to analog. That way [
have the benefit of the sound I was used
to on the basic tracks, without all the
tape loss and other degeneration that
occurs with overdubbing.

Tracks with a lot of transients, like
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the drums, would already be recorded
and compressed. That way [ can usethe
digital to bounce down vocals, move
parts around, transfer, and do almost
anything I want without generation
loss. By going back to analog, I can take
the master tape to some antiquated
studio for mastering. That’s the way
I’ve found digital to be helpful. It’s just a
matter of expense now.

R-e/p: You have your own production
company called Gadget Productions.
Do you look for new talent, do pre-
production, recording, mixing, and then
sell the finished product to a record
company?

RN: Generally, the group’s manager or
the record company A&R man calls me
up. I generally get called into situations
where the group has done a couple of
albums, and they haven’t been
particularly successful. They look to me
to rescue them, sort of. I doa lot of rescue
work. I think that people come to me
because 'm more persistent than a lot
of producers. I may spend more money,
but . . . persistence is money. | spend
more time.

I get cast in those kinds of situations
partly because I don’t like to do new
groups. First of all, record companies
want you to do a project for less money,
and the groups need more time, because
they have less experience. The situation
works against you. When a new group
goes into the studio, the first thing they
want to do is everything they've ever
learned. It takes a while for the group to
adjust to working in a recording
environment.

I'd much rather work with somebody
who's done a few albums. [ don’t really
care that much whether they have or
have not been successful. WhatI docare
about is that they’ve gained enough
experience so they’ll understand me
better. I can work faster like that.

R-e/p: That brings to mind a particular
point. Rock groups, for example, all
seem to have the same common
denominator of trying to communicate
a sense of power; that’s the essence of
the music. Now, in some cases, the
groups sound like they’re straining to
create that power, while other groups,
like Starship, can create that power
effortlessly. Is that effortless power a
result of the group’s maturity?

RN: Could be. I think the older you get,
the more the disappointments tend to
roll off your back. It might color your
opinion of things, but you become more
resilient. You're less resistant to
change, because you’ve learned thatit’s
healthy. Young rock and rollers don’t
know that yet. Maturity is not
something you can instill in them. If we
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put ourselves back to when we were in
their position, we didn’t have it either.

R-e/p: You don’t feel there’s anything
you can do from a production or
engineering aspect, to achieve that
effortlessness feeling during a session?
RN: Well, if you give me three or four
years!

R-e/p: With your track record, do you
still have trouble with record companies
financing groups or projects?

RN: I always have trouble with record
companies. Generally speaking, a
producer is working for a bunch of
accountants who are trying to make
money in the music industry. They're
usually too boring to be of interest, and
it creates a problem. It’s always an
artistic conflict. The company doesn’t
understand what the creative people are
trying to gain, and that’s the big
problem. The record companies that
have hired people to liaison between
people like myself and accountants, are
the most successful companies, I think.
They have the key to mediating
between those two divergent worlds.

R-e/p: Many people feel that the
majority of record company executives
now are either lawyers or accountants,
and that there aren’t many music
people left in the record companies.
RN: Well, I don’t know about that.
Maybe that’s a bit of a heavy statement.
It depends on who you are talking
about.

As times get bad, people get more
desparate, and they start looking
around. I think the one major mistake
that people in the entertainment
industry make is to not qualify someone
before they hire them, and then get
behind their choice. The general trend
seems to be to hire a producer or
whoever, and then try to second guess
him before anybody understands what
he’s doing.

I'd really much rather see people
taking moretimein deciding who to use,
and then take the attitude of, “OK,
we've decided who to use, now let him do
it. We might not understand how he’s
doing it, but he has a history of doing it
so that it comes out right in the end.”

There’s a lot of meddlers out there
that hire you, and then try to see what
you're doing. It's like coming in on
Chapter 18 of a novel, and trying to
understand what’s going on. You just
can’t! It’s not fair for the record
companies to exert themselves at that
point, yet they do; they feel that’s their
job. It’s not their job. Their job is to
make sure beforehand that you can do
it, and then let you get on with it. But try
and tell them that?! Doo
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An evolution of high-powered audio
that develops pure, unadulterated
sound. Uncolored and vibrant. The
evolution that begins with TAD.

As evidenced by the TD-4001 com-
pression driver. With pure Beryllium
diaphragms and surrounds that are
extremely lightweight and rigid, the
TD-4001 provides unsurpassed high
frequency response and sensitivity.

The TD-2001 compression driver
combines the features of the TD-4001
and packs them into a driver that is
half the size. Yet, the TD-2001 delivers
the kind of high frequency sensitivity
that outperforms drivers of any size.
Without sacrificing power handling.

The TD-4001 and TD-2001 com-
pression drivers. Their unprecedented
clarity represents a milestone in the
evolution of sound.

Then there's the TAD TL-1600 15"
low frequency loudspeaker series that
advances sound delivery another step.
With select high purity materials and
precise machining tolerances, the
powerful Alnico Ring Magnets produce
the kind of strong linear fields neces-
sary for the most demanding
application. High-power voice coils on
four-inch heat resistant glass fiber bob-
bins assure long-term dependability.
The TL-1600 series, a continuation in
the evolution of sound.

Pure sound evolves with quality and
performance in equipment.

The evolution of sound
begins with TAD.

TAD |-

A division of U.S. Pioneer Electronics Corp.
142 Redneck Ave., Moonachie, N.J. 07074
(201) 440-8234 Telex: 133484 PIONERUSA MOON
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For additional information circle # 29

How To Get
COST-EFFECTIVE
EFFECTS:

Is there any way to live within
today's limited budgets without
limiting creativity? YESL. . . with
one sensible purchase —

EVENTIDE'S H949 HARMONIZER®
digital effects unit

The H949 delivers effects
versatility, features and perfor-
mance you'd find hard to match
at twice the price. Look at all you
get with the H949:

eTRUE pitch change, to one

octave up, two down; with
selectable algorithms and
deglitch circuitry.

eTime compression and expan-
sion, with auto-tracking speed
control of many recorders.
eDual delay outputs up to 400
milliseconds.

oTime reversal.

eRepeat.

eoFlanging.

eRandomized Delay.

eDual feedback controls with
EQ.

*Remote & keyboard capability.

So if tight money is keeping you

from getting all the effects gear

you want, it just makes good

sense to buy the one unit that

gives you the. most for your

money — the $3,500 Eventide
H949 Harmonizer.

Or, if your budget's really
squeezed, take a look at
Eventide’s H910 Harmonizer. At
just $1,500 for professional
Eventide features and quality,
it's a special effects steal.

Evznnde

the next step

264 West 54th Street
New York, NY 10019
(212) 581-9200
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Editorial Note: The readers’ attention is drawn to the fact that this article describes a “prototype’’
record producer’s agreement. It s recommended that a record producer engaged to produce a
recording should seek the aduvice of counsel before embarking upon the project.

PART TWO — COMPENSATION OF SERVICES

“by Daniel Webb Lang and Neville L. Johnson 1982
All rights reserved.

Successfully Negotiating The
Recorq producer’s Adreemen

The first installment of this article, published in the October, 1981,
issue of R-e/p, concerned itself with the terms of a record ploducel S
agreement with, and the services required by, record companies, artists
and others. Als0 contained within the first installment was a sidebar

comprising a “‘prototype’”’

record producer’s agreement. Since this

second installment, and the last part to follow in a subsequent issue,
make several references to the Prototype Record Producer Contract, it
is recommended that the reader refer to that agreement whenever it is

mentioned.
PAYMENTS TO
RECORD PRODUCERS

| A. Methods of Payment

A record producer may be compen-

| sated in several ways:

1. Flat fee payments

The flat fee pavment is a lump sum
that is payable either “per session,”
“per side” or “per project,” and usually
includes union scale or multiple scale
payments to a record producer for
services rendered by him as a musician
or vocalist; if the recordings are subject
to union jurisdiction. The average flat
fee payment paid by a major record
company, such as Capitol, is $5600 per
side.

2. Royalty payments

(a) Computation

“Royalties,” or as they are more
commonly referred to, “points,” are a
percentage of the wholesale, retail or
artificial price of a record, measured in
dollars and cents, and computed on all
or part of the number of records
distributed. Think of a royalty on a
record as a certain number of cents
payable to a record producer for the sale
of a record. As a ruleof thumb, aroyalty
point, i.e. 1%, based on the suggested
retail price of an $8.98 record, is about
8¢, and about 3.8¢ based on the
wholesale price of a record with a
suggested retail list price of $8.98.

The current range of a record
producer’s royalty rate is between 3%
and 4% for someone whose royalties are
being computed upon a suggested retail
list price (and between 6% and 8% if the
record producer is paid a royalty based
on the wholesale price). Three percent of
the suggested retail list price (or 6% of
the wholesale price) is the most common

— the authors —
Daniel Webb Lang practices with the
Century City (Los Angeles) law firm of
Wyman, Bautzer, Rothman, Kuchel &
Silbert. Neville L. Johnson practices law
in Los Angeles, California. They are co-
authors of a definitive work on California
law applicable to talent agents, personal
| managers, and the entertainment unions.
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royalty rate. Of course, there are record
producers who may be paid 2% of the
suggested retail list price (or 4% of the
wholesale price), and there are “super
producers” who may be paid 5% of the
suggested retail list price (or 10% of the
wholesale price).

The wholesale price and suggested
retail list price of a record are not
directly related. Thus, doubling the
rovalty rate based on a retail list price
and basing it on a wholesale price, or
vi(e versa, will not necessarily yield the

“same pennies,” but will probably come
close.

(b) Advances against royalties

An “advance” 1s a payment to be
deducted from future record royalties
that may be earned by a record
producer. Occasionally, an advance is
“non-recoupable,” ie. not deductible
from record royalties that may be paid
to a record producer, and is, in effect, a
fee.

Today, a typical advance for an LP
will range from $15,000 to $25,000. The
bottom line at a major record company
is about $10,000; super producers may
be paid as much as $75,000.

A record producer’s advance is
usually paid in two equal segments: the
first half payable upon the commence-
ment of the recording sessions; and the
remaining half following delivery of the
tapes to a record company. It is in a
record producer’s interest to obtain the
maximum amount of his fee or advance
prior to delivery of the tapes. Otherwise,
a record company may set off all or part
of any excess recording costs against
the remainder of his fee or advance,
claiming that the record producer is
responsible for some or all of those
costs. Moreover, an artist may not have
enough monies left in the recording
budget after completing his record to
pay the balance due a record producer
for his services.

(c) Bonus payments
based on “underage”

In addition to a regular advance, a
record producer may be promised that if
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Introducing the TASCAM :ikis Model

16 Mixer with the 85-16 1"
Recorder

85-16 1” 16-Track
with dbx

Tascam Model 16 Mixing Console

O 16 or 24 input positions O 8 main program mixing busses with
submaster faders O 8 main board outputs OO Stereo Solo Inplace,
Input, monitor and effects returns O Remix Solo Enable O Input
PFL/Solo Select O 2 independent stereo mixing busses 0O 16
meters switchable to read buss or external source O 100 mm
conductive plastic faders for smooth, positive control O 4-band
8-knob paramefric (sweep type) equalizers that may be switch
bypassed O 4 auxiliary mixing busses O 16 x 2 channel or dual

8 x 2 channel monitor selection

s A
SUNYRONICS
N4 NS/

THE MULTITRACK STORE

AVAILABLE THROUGH

SUNTRONICS
P.O. Box 734
1620 W. Foothill Blvd.
Upland, CA 91786
(714) 985-0701/985-5307

AUDIO IMAGE
3685 N. Federal Hwy.
Pompano Beach, FL 33064
(305) 943-5590

AVC SYSTEMS INC
1517 E. Lake Street
Minneapolis, MN 55407
(612) 729-8305

MARTIN AUDIO VIDEQ CORP.

423 West 55 Street
New York, NY 10019
(212) 541-5900

ANTECH LABS, INC.
8144 Big Bend Blvd.
St. Louis, MO 63119

(800) 325-1960

AVC SYSTEMS INC
7116 W. Higgins Avenue
Chicago, IL 60656
(312) 763-6010

CRAMER
120 Hampton Avenue
Needham, MA 02194
(617) 448-2100
(800) 343-5800

For additional information circle # 30
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For additional information circle # 31

For additional information circle # 32

CONSOLES
TAPE MACHINES
OUTBOARD EQUIPMENT
MICROPHONES ¢« CAMERAS ¢« SWITCHERS

BUY ¢ SELL ¢ TRADE

Summit Audio SOUND EXCHANGE
(408) 395-2448 (604) 271-0114
P.O. BOX 1678 11120 MERCHANTMAN PLACE
LOS GATOS, CA. 95030 RICHMOND B.C. V7E-4R3

a better idea in program monitoring.

we've combined the response to program Get the complete pack-
best aspects of the peaks while maintaining age for $122.00, or our
traditional vU meter a more conventional VU-conversion option
and the precisionofthe and artisticzally desir- for $69.00. Quantity
European Programme able “syllabic” response  discounts are available.
meter. The result is a to music and speech. For further informa-
meter that meets the tion, contact:

UK/EBU standard for

Inovonics, Inc. @ )

503-B Vandell way Send for copy of AES

Campbell, CA 95008 preprint. ﬂ-

Telephone

(408) 374-8300
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the record is brought in under budget,
he will receive a **bonus payment” equal
to or part of the “underage” — the
difference between the established
recording budget and actual recording
costs.

(d) Who pays royalties?

A record producer may be paid by
record company, independent produc-
tion company, artist, or distributed
label. Anyone paying record royalties
other than a record distribution
company (such as Warner Brothers) is
merely a conduit through which pass
record royalties collected by the record
distribution company. A record
producer paid by an artist, for example,
is receiving a share of the royalties the
artist received from a record distribu-
tion company. Payment by anyone
other other than a record distribution
company may increase therisk of fraud,
and will almost always delay the
payment of royalties. Thus, it is
preferable for a record producer to be
paid direct by a record distribution
company, rather than by an indepen:
dent production company, artist, or a
distributed label.

fe) How royalties are computed
(1)“Basic royalty rate” and “reduced
royalty” records

The royalty rates referred to in
Section 2 (a) above are the “basic”
royalty rates for top-line records
distributed through ‘“‘normal retail
channels,” i.e., record stores and other
retail record outlets in the United
States. Records sold in foreign
countries, records sold through record
clubs, to the armed forces, budget
records, re-issued records, premium and
other types of non top-line records are
“reduced royalty” records. Royalties for
reduced royalty records are usually
computed on actual prices, and at
royalty rates that are a fraction of the
‘basic” royalty rate. Paragraph 6C of
the Prototype Agreement (see October,
1981, issue) illustrates typical royalty
reductions for reduced royalty records.

Royalties are always reduced by a so-
called “packaging deduction” an
artificial and anomalous practice —
which is “non-negotiable.” Royalties
are usually also reduced by any so-

called “free goods” — records given to
wholesalers for which no royalties are
payable.

(ii) Standard Form record producer
contract subject to negotiation or same

treatment as artist
A record producer may negotiate the
royalty provisions of a form record
producer agreement similar to the
Prototype Agreement, or request that he
be treated in the same manner that the
... continued on page 55 —
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Introducing the
JBL Bi-Radial
Studio Monitors.

No one has to tell you how important
flat frequency response is in a studio mon-
itor. But if you judge a monitor’s per-
formance by its on-axis response curve,
you're only getting part of the story.

Most conventional monitors tend to
narrow their dispersion as frequency
increases. So while their on-axis response
may be flat, their off-axis response can
roll off dramatically, literally locking
you into the on-axis*“sweet spot” Even
worse, drastic changes in the horn’s
directivity contribute significantly to
horn colorations.

Polar response of a typrcal two-way coaxial
Studio monitor:

At JBL, we've been investigating the
relationship between on and off axis
frequency response for several years.
The result is a new generation of studio
monitors that provide flat response over
an exceptionally wide range of hori-
zontal and vertical angles. The sweet
spot and its traditional restrictions are
essentially eliminated.

Polar response of a 4430 studio monttor.

The Bi-Radial Horn

The key to this improved performance
lies in the unique geometry of the
monitors Bi-Radial horn! Developed
with the aid of the latest computer
design and analysis techniques, the horn
provides constant coverage from its cross-
over point of 1000 Hz to beyond 16 kHz.
The Bi-Radial compound flare configu-
ration maintains precise control of the
horn’s wide 100° x 100° coverage angle.
Since this angle is identical to the cover-
age angle of the low frequency driver at
crossover, the transition from driver to
driver appears seamless and the monitors
present a fully coherent sound source.

And the Bi- '
Radial horn’s
performance
advantages aren’t o
limited to just 1 %
beamwidth con- A | Il |
trol. The horn’s L e
rapid flare rate, [
for instance, dra-
matically reduces
second harmonic
distortion and its
shallow depth
allows for optimal |
acoustic alignment
of the drivers. This
alignment lets the !
monitors fall well Acoustic alignment
below the Blauert of drivers (#430)
and Laws criteria
for minimum audible time delay dis-
crepancies.

The practical benefits of the Bi-Radial
horn design include flat frequency
response and remarkably stable stereo
imaging that remain valid over a wide
range of listening positions. The design
also allows considerable latitude in
control room mounting. Finally, the flat
on and off axis frequency response of the
horn means that less high frequency
equalization will be required to match
typical house curves.

But while the Bi-Radial horn offers
outstanding performance, it's only part
of the new monitors’ total package.
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Extended Response in a
Two-Way Design

Coupled to the horn is a new com-
pression driver that combines high
reliability and power capacity with
extended bandwidth and smooth, peak-
free response. The driver features an
aluminum diaphragm with a unique
three-dimensional, diamond-pattern
surround! Both stronger and more
flexible than conventional designs, this
surround provides outstanding high
frequency response, uniform diaphragm
control, and maximum unit-to-unit
performance consistency.

To ensure smooth response to the
lowest octaves, controlled midband
sensitivity, extremely low distortion, and
tight tramsient response, the Bi-Radial
monitors also incorporate the latest in
low frequency technology. The loud-
speakers magnetic structures feature
JBLY unique Symmetrical Field Geom-
etry (SFG) design to reduce second
harmonic distortion to inconsequential
levels. Additionally, the speakers utilize
exceptionally long voice coils and care-
fully engineered suspension elements
for maximum excursion linearity, and
complete freedom from dynamic insta-
bilities for tight, controlled transient
response.

Blending the Elements —
The Dividing Network
Challenge

Tailored to the acoustical character-
istics of the Bi-Radial monitors high and
low frequency drivers, the dividing
network. provides the smoothest possible
response over the widest bandwidth
while restricting any anomalies to an
extremely narrow band. During the
network’s development, ]BL engineers
paid considerable attention to on-axis,
off-axis, and total power response. As a
result, the electrical characteristics of the
network are optimized for flat response

over the monitors’ full coverage angle.
The network also provides equaliza-
tion of the compression driver for flat
power response output. This equaliza-
tion is in two stages with separate adjust-
ments for midrange and high frequencies.

Judge For Yourself

Of course, the only way to really judge
a studio monitor is to listen for yourself.
So before you invest in new monitors,
ask your local ] BL professional products
dealer for a Bi-Radial monitor demon-
stration. And consider all the angles.

1. Patent applied for

www americanradiohistorv com
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JB

Professional
Products
Division

James B. Lansing Sound, Inc.

8500 Balboa Boulevard,

PRO. Box 2200

Northridge, California 91329 U.S.A.
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— continued from page 50 . . .

artist being produced is treated. The
approach selected will depend on the
barguaining positions of the parties, and
the knowledge a record producer’s
attorney has about the artist’s royalty
rates.

If an established record producer is
producing a new artist, it may be
preferable to negotiate the form
agreement. [f a beginning record
producer is producing an established
artist, it may be preferable to bargain
for the same treatment as the artist.

In most cases, a record producer’s
royalties are reduced and computed in
the same manner as those of the person
or entity (usually an artist or
independent production company)
pacting with the record company.

(ii1) Payment from record number 1

A record producer is usually paid
royalties “from record #1.” This means
that his royalty account is credited with
a royalty for each record sold. An artist
generally 1s paid only for records sold
after recording costs have been
recovered from his royalties.

A record producer is usually paid
“from record #1’° in agreements
between record producers and record
distribution companies. When an
independent production company 1s
involved, a record distribution
company pays all artist and record
producer advances and royalties to that
independent production company,
which contracts directly with the record

producer. An independent production
company usually will not permit a
record producer to be paid from the first
record sold, because to do so would
allow such record producer to share in
record royalties before the independent
production company.
(f) Rovalty escalations

A royalty escalation is an increase in
the original royalty rate payable for a
record as a result of the success of that
record or a prior record.

A royalty escalation may be applied
to all sales of a record produced by a
record producer, if the prior record
produced by him has been successful.
Usually, such an increase will be tied to
the right of a record company to option
the services of the record producer to
produce another record of the same
artist on the same terms as the prior
record, except that the advance against
royalties and the royalty for the record
will be higher.

A royalty escalation may be applied
to sales of a record after a certain
number of records are sold. The
escalation may be applied to all sales of
the record, including those records sold
before the required number of records
was sold, i.e. “retroactively,” or applied
only to sales of the record occurring
after the requiled number of records is
sold, i.e. “prospectively.” Usually, a
record producer’s roy alty escalation is
only prospective.

Typically, a rovalty escalation will

increase a record producer’s royalty,
based on a suggested retail list price,
one-half of one percent after the first
250,000 records sold. There may be more
than one royalty escalation applied to a
record, although the increases will
usually total no more than 1%. Thus, a
record producer’s royalty may escalate
to 3%4% from record 250,001 to record
500,000, and to 4% from record 500,001,

An escalation should be computed in
a manner no less favorable to therecord
producer than his basic royalty rate is
computed. If the basic royalty rate is
paid to the record producer in the U.S.
and Canada, the royalty escalation
should be based on U.S and Canadian
sales, as opposed to just U. 8. sales.
Similarly, if the royalty rate paid to the
record producer is computed on disk and
tape, then the royalty escalation should
be based on sales of both, as opposed to
disk only.

Often, the record sales required for a
royalty escalation must be achieved by
a certain date, such as the date of
release of the next record of the artist
produced by the record producer. All
reported sales of a record up to the
required date, and all “pipeline” sales,
should be counted in determining
whether or not a royalty escalation will
apply. Domestic sales reports often lag
behind actual record sales by as much
as six months, and overseas sales by as
much as one year. Such sales are in the
“pipeline,” but not yet officially

TIRIE PACKAGTE” /

1,000 pure vinyl records in Plastic Sleeves

One color printed labels

All metal parts and processing

Mastering with Neumann VMS 70 Lathe and SX 74 Cutter

12" Album Package
Records and Printed Covers

7" 45 RPM
Record Package

$399. | $1372.

(FOB Dalias)

12" 33-1/3 Album Package includes full color stock jackets or

custom black and white jackets.

Package includes full processing. Re-orders avéilable at reduced cost.

We make full 4-color Custom Aibums, too!

FOR FULL ORDERING SPECIFICATIONS CALL

DICK MCGREW at (214) 741-2027

Q+h

record manufacturlng corp.

902 Industrial Boulevard, Dallas, Texas 75207

(214) 741-2027
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reported. Nevertheless, through the use
of computers, record companies can and
should determine these additional
sales.

Royalty escalations usually apply
only to theinitial release of a record sold
at a top-hne price in normal retail
channels. They do not apply to records
on which reduced royalties are paid,
such as Px or K-Tel records, or to records
released subsequently to the initial
release of a record, such as a “Greatest
Hits” or a “Best-of” collection. These
are negotiable points.

(g) Joint recordings

A record producer may produce
recordings with one or more other
record producers. He may actually work
in the studio at the same time as
another producer, or perform services
before, during (but separately), or after
another record producer performs
services. A “Joint production” would be
the recording of basic tracks by two
producers working in the studio at the
same time. A production produced by
‘“‘joint producers’” would be the
recording of complete tracks by one
producer, and a remix or sweetening by
another producer at a later time. Either
a joint production or a production
produced by joint producers may be
described as a “co-production.”

If a record producer is requested to
jointly produce an artist with one or
more other record producers, he must
first decide whether or not he wants to
produce an artist as part of a team. He
must also agree with the other record
producers how his and their services on
the recordings will be rendered and
credited. A record producer may find
that he does not want to share creative
control over a recording. Credit
allocation can be a challenging task,
particularly if the record producers are
not, or believe they are not, making
equal contributions.

Most record producer contracts
provide that a record company has the
right to terminate the services of a
record producer, and substitute another
record producer on a project. Most
record producer contracts also provide
that a record company may alter, vary,
or change the tracks produced by a
record producer. If any alteration,
variation, or change is made, an artist
or a record company may divide, i.e.
“prorate,” a record producer’s royalty
among the various record producers of
the recording, generally in equal
shares. If a record producer has enough
bargaining power, he can require a
record company to refrain from using
the services of any other record
producer to change or alter recordings
produced by him (except if the
recordings do not meet technical
standards of satisfaction), or he can
insist that any other record producers
shall be engaged at that record
company’s sole expense, and without
any reduction in his royalties.

If a record producer’s royalty is
prorated because other record producers
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are involved, then recording costs
should be similarly prorated, or treated
as a separate accounting unit to be
applied to each respective record
producer’s royalties. Otherwise, the full
amount of the recording costs for the
project, including the costs incurred by
other record producers, will be recouped
before the record producer is paid
royalties, which would significantly
postpone or prevent the payment of
record royalties to any such record
producer.

If a team of record producers are
producing a recording with another
record producer, then, in prorating the
other record producer’s royalty, that
team should be considered as one
producer, and not separately as
individual record producers.

(h) Coupled records

The recordings produced by a record
producer may be coupled on a record
with the recordings of one or moreother
record producers. dJointly produced
records are prorated in a similar
fashion to jointly produced recordings,
with regard to credit, royalties and
recording costs.

The “single” is a particular problem
for a record producer who produces
“coupled” records. If the “hit” or “A-
side” of a single produced by a record
producer is coupled with a “flip” or “B-
side” produced by another record
producer, the record producer with the
A-side hit single will be paid only his
one-half prorated share of the royalty
he would have had he produced both
sides of the single — even though the A-
side is responsible for sales of the single.

A record producer can protect himself
against a royalty proration on a jointly-
produced single, by requesting an “A-
side coupling restriction.” If the request
is granted, the A-side record producer
will receive the full royalty rate that
would have been payable to him had
both the A- and B-sides of the single
record been produced by him, even if the
B-side is actually produced by someone
else. If the record producer has the
bargaining power to do so, he may
require that all singles, or even the
entire album, be comprised only of
recordings produced by him.

3. Recoupment

(a) What is recoupment?
Recoupment is the point at which
royalties become payable to a record
producer.

(b) What is recoupable?

(1) Recording costs

Recording costs for the recordings
produced by a record producer are
recoupable. Consequently, the defini-
tion of “recording costs” in a record
producer contract must be negotiated,
because someitems included by a record
company in its definition of recording
costs may significantly postpone or
prevent the payment of royalties.

(ii) Advances

(a) Advances to artists

General advances to the artist, such
as advances for the artist’s personal use

or for tour support, should not be
recoupable as recording costs for the
purposes of computing the point at
which royalties become payable to a
record producer.

(b) Advances to record producer

Advances paid to a record producer
are generally recoupable from his
royalty account. Many record producers
are also engineers; an advance may
include any compensation payable to
the record producer/engineer for his
services as an engineer. The portion of
an advance that constitutes a record
producer’s engineering fee may be
recouped as a recording cost, but should
not be recouped as an advance.

(¢} Recoupment of
Recording Costs

Royalties are usually not credited to
the "record producer until recording
costs are recouped by the artist
produced by that record producer, i.e.,
until royalties credited to the artist’s
royalty account for sales of records
equal the amount of all recording costs
for the project.

(d) Recoupment of
record producer advances

Once recording costs are recouped,
royalties earned by a record producer
are credited to him. If a record producer
has received an advance against his
royalties, the amount of such advanceis
deducted from such royalties. Thus,
only royalties, if any, in excess of the
amount of an advance againstroyalties
are actually paid to a record producer.

(ey Rate of recoupment
of recording costs

Recording costs may be recouped at
the artist’s royalty rate, i.e. the basic
U.S. rate payable to the artist produced
by a record producer; or at the “all-in
royalty rate,” i.e. the basic U.S. rate
payable to an artist,independent
production company, or a distributed
label. In either case, however, the basic
United States royalty rate payable to
the record producer is deducted.

(1) Record company pays record
producer.

If a record company hires a record
producer to produce an artist, then
recording costs are recouped by that
record company at the artist’s net
royalty rate, i.e. the difference between
the basic U.S. rate payable to the artist
produced by a record producer, and the
basic U.S. rate payable to a record
producer. Following such recoupment,
that record producer’s advance is
recouped from royalties credited to that
record producer at that record
producer’s royalty rate. This can be
illustrated as follows:

EXAMPLES OF HOW
MONEY IS DISTRIBUTED

Assume that record company (“R”)
agrees to pay a record producer (“P”) a
3% royalty and a $20,000 advance to
produce artist (“A”), who has a royalty
of 10% of the suggested retail list price.
The budget is $100,000 including P’s
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Produs ion Stadio, WHBR-FM. Scuth 3end. Indiana.

Electro-Voice’s Greg Silsby
talks about the Sentry 100 studio monitor

When | first described to Elzctro-Voice
engineers what | knew the Sentry 100 had
to be, | felt like-a“kid in a candy store” |
told them that size was critizal. Eecause
broadcast environment woi<ing space
is often fimited, the Sentry 100 had to fit in
a standard 19" rack, and it had to =t from
the front, not the back. But me nmrounting
hardware-had to be optionzl so that
broadcasters who didn’t wantit wouldn’t
have to pay for it.

The Sentry 100 also had to 3e beth effi-
cient and accurate. It had tobe able to be
driven to sound pressure lewels arock’n
roll D.J. could be happy with by tae low
output available from a conedle’sinternal
monitor amplifier.

The Sentry 100 also had to nave a
tweeter that wouldn’t go up n srroke the
first time someone accidenzally shifted

Ey

In Canada:

Electre=Voice, Div. of Guiton Induswies{Canada) Ltd.,
345 Habert St Gananogue, Ontatio K7G 2V1.

Eleclroloice

2 gUItOﬂ company
600 C=cil Sweet, Buchanar, M chigan 49107

into fast forward with the *ape heads en-
caged and the monitor amp on. This
reant high-frequency power handling
capability on the order of five times that
cf conventional high-frequency drivers.

Plus it had to have a 3-dE-down point
cf 45 Hz, and response that extended to
18,000 Hz with no more than a 3-dB
variation. : ‘

Since it's just not practical for the en-
cineer to always be directly on-axis of
t1e tweeter, the Sentry 100 must have

& uniform polar response The engineer
Fasto be able to. hear exactly the same
sound 30°off-axis as he coes directly
in front of the system.

I'wented the Sentry 100 ejuipped with

& high-frequency control that offered
toost as well as cut, and it had to be
rounted on the front of tre loudspeaker
where it pot only could be seen but was
eccassible with the grille on or off.

For additional information circle # 34
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| also didn't feel broadcasters should
have to pay for form at the expense
of function. The Sentry 10D had to be.
attractive, but another furniture-styled

_cabinet with a fancy polyester or die-

cut feam grille wasn’t the answer to the
broadcast industry’s real needs.

And ‘or a close | told E-V's engineers
that a studio had to be able to purchase
the Sentry 100 for essentially the same
money as the current best-selling
monitor system.

I'm happy to report that wa've achieved

all our objectives. A
4

Market Developmzant Manager,
Professional Markets
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advance. The entire budget is spent,
and there are no excess recording costs.
A’s album will retail for $8.98. Thereis a
packaging charge (a charge for the cost
of the record container) of 10% which is
deductible from the suggested retail list
price of the record. A’s royalty rate,
therefore, is $0.8082 ($8.98, the
suggested retail list price, less $0.898,
the 10% packaging charge, equals
$8.082). P’s royalty is $0.2424.

R will deduct P’s royalty (3%) from A’s
royalty (10%) and recoup recording
costs at the “artist’s net royalty rate”
Le., at T ($.5658).

R will allocate recording costs as
follows:

$80,000 will be debited against A’s
royalty account,

$20,000 will be debited against P’s
royalty account.

It will take 141,392 records at the
artist’s net royalty rate of 7% ($0.5658)
to recoup the $80,000 of recording costs
debited against A’s royalties. At the
point 141,392 records are sold, R will
credit P for $34,273.42, which
constitutes P’s royalties for the 141,392
records sold, and will debit P for
$20,000, which constitutes P’s advance.
It will take 82,508 records at P’s royalty

rate of 3% ($0.2424) to recoup the $20,000

advance debited against P’s royalties.
Thus, P will be paid the sum of
$14,273.42 on 58,884 records following
recoupment of recording costs and his
advance.

(2) Artist pays record producer.

If an artist hires a record producer to
produce recordings of that artist, then
recording costs, including the record
producer’s advance, are recouped by the
record company at the “‘all-in” rate, i.e.,
the full artist rate without deduction of
the record producer’s royalty rate.
However, an artist will pay a record
producer only after recording costs are
recouped at the artist’s net royalty rate.

This can be illustrated, using the case
example cited above, as follows:

R will recoup recording costs at the
“all-in” rate, i.e., 10% ($0.8082).

R will allocate recording costs as
follows:

$100,000 will be debited against A’s
royalty account. That portion of
recording costs which constitutes P’s
advanceis debited against A’sroyalties
since A, rather than R, is paying P. It
will take 123,731 records at the “all-in”
rate of 10% ($0.8082) to recoup the
$100,000 of recording costs debited
against A’s royalties.

At the point that 123,731 records are
sold, R will commence to pay A royalties
at the “all-in” rate. A, however, will not
credit P with royalties until recording
costs of $80,000 are recouped at A’s net
royalty rate of 7%. Recording costs of
$80,000 are recouped at such rate when
141,392 records are sold. At the point
141,392 records are sold, A will credit P
for $34,273.42 and pay him $14,273.48,
the difference between such amount
and his advance.

A record company may agree, as a
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courtesy to an artist or to a record
producer, to pay a record producer
“directly”, even though payment of
royalties to the record producer is the
artist’s responsibility. In such event,
P’s royalties will be computed by R as if
A will be paying P. sooner, because the
rate of recoupment is higher.

(3) Independent production company
or distributed label pays record
producer.

If a record producer produces an artist
for an independent production
company or a distributed label,
recording costs may be recouped at the
“artist’s net royalty rate,” or company’s
net royalty rate. However, the “artist’s
net royalty rate’” will be defined as the
difference between the royalty rate paid
to an artist by the independent
production company or distributed
label, and the royalty rate payable to
the record producer producing the
artist. The company’s net royalty rate
will be the difference between the
royalty rate payable to the independent
production company or distributed
label, and the royalty rate payable to
the record producer producing the
artist, 1.e. 9% ($0.7272).

An independent production company
or distributed label is. a middleman
between a record company and an
artist, and makes a profit on the
difference between the royalty paid by a
record company to the independent
production company or distributed
label, and the royalty the independent
production company or distributed
label pays to the artist and the record
producer. Thus, for example, an
independent production company or
distributed label may receive an “all-in”
royalty of 12% of the suggested retail list
price, and pay an artist and a record
producer, respectively, a royalty of 10%
of the suggested retail list price.

Using the case example cited above,
the “‘artist’s net royalty rate,” would be
7% ($0.5658). It would take 141,392
records at such rate to recoup the
$80,000 of recording costs debited
against the artist in the above example.
At the point 141,392 records are sold, the
independent production company or
distributed label will credit P for
$34,273.42 and pay him the difference —
$14,273.42 — between such amount and
his advance.

Using the case example cited above, it
would take 110,011 records at the
company’s net royalty rate to recoup
$80,000 of recording costs debited
against the artist in the above example.
At thepoint 110,011 records are sold, the
independent production company or
distributed label will credit P for
$26,666.66, and pay him the difference
— $6,666.66 — between such amount
and his advance.

(4) Multiple producers.

A record producer’s royalty may be
prorated among all record producers
producing an artist. If a record
producer’s royalty is prorated,
recording costs to be recouped should
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also be prorated so that a record
producer will be paid royalties
following recoupment of the recording
costs on the recordings produced by
him, and not the aggregate recording
costs for the recordings of all the record
producers who worked on an artist’s
project.

This can be illustrated using the case
example cited above, as follows:

R hires P#2 to produce two additional
recordings of A; to record new vocals on
two recordings produced by P; and to
remix one recording produced by P. R
agrees to pay P#2 a royalty of 3% of the
suggested retail list price on the new
recordings, a royalty of 2% of the
suggested retail list price on the
recordings with new vocals, aroyalty of
1% of the suggested retail list price on
the re-mixed recording, and a $2,000
advance against royalties. Recording
costs, including the P#2’s advance, rise
to $108,000. The new recordings cost
$2,000 each; the recordings with new
vocals $750 each; and the remixed
recording $500. P has already produced
eight recordings. A’s record will contain
a total of 10 recordings.

R will allocate recording costs as
follows:

With respect to P, $80,666.66 will be
debited against A’s royalties. The
recording costs debited will consist of
the $80,000 of recording costs on the
eight recordings produced by P, plus
one-third of the recording costs for the
recordings with new vocals ($500), and
two-thirds of the recording costs for the
recording that was re-mixed ($166.66).
The proration of one-third of the
recording costs for the recordings with
new vocals, and two-thirds of the
recording costs for the re-mixed
recording, is based, respectively, on the
proration of P’s royalty rate for the
recordings with the new vocals to 1%
(P’s royalty of 3%, less P#2’s royalty of
29%), and for the re-mixed recordings to
2% (P’s royalty of 3%, less P#2’s royalty
of 1%).

It will take 142,571 records at the
artist’s net royalty rate of 7% ($0.5658)
to recoup $80,666.66 of the recording
costs debited against A’s royalties.

P will be paid a royalty of 3% on five
recordings (or one-half of the total
number of recordings); a royalty of 2%
on one recording (or one-tenth of the
recordings); and a royalty of 1% on two
recordings (or one-fifth of the
recordings). Thus, P’s royalty is
$0.15352. It will take 130,272 records at
P’s royalty rate to recoup the $20,000
advance debited against P’s royalties.
At the point 142,571 records are sold, R
will credit P for $21,887.49, which
constitutes P’s royalties for the 142,571
records sold, and will debit P for
$20,000, which constitutes P’s advance.
P will thus be credited with the sum of
$1,887.49 on 12,299 records, following
recoupment of recording costs and his
advance.

If R treats the $8,000.00 of new
recording costs as excess recording
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The most respected audiophile-quality
power amplifier line in the world was
avcilable first to professionals! Bryston am-
plifiers bring with them years of hands-on
experience in sound-studios, where they
have proven their unique accuracy; on the
road, where they have proven absolutely
unmatched reliability; in hundreds of pro-
fessional installations all over the world,
where they continue to prove every day that
for uses requiring flawless sonic quality,
tremendous load-driving ability and zero
down-time, Bryston has no equal.

Bryston discovered early the advan-
tages of high-stress life-testing in ensuring
long term in-use reliability. Every Bryston
amplifier undergoes 100 hours of full dissi-
pation burn-in using a square-wave input
signal and a capacitive load. Before we
ship it, we prove its reliability.

Bryston's extremely linear circuitry,
controlled-feedback design, twin power-

supplies and low-level voltage regulation
provide across-the-spectrum musical accu-

racy which has been recognized by studio
engineers and audiophiles alike as the best
in the world.

Discover the advantages of the
Bryston philosophy for sonic perfection
and on-the-road reliability.

For further, more detailed informa-
tion, and a list of dealers in your area, con-
tact one of our International Distributors:
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U.S.A.:
BRYSTONVERMONT
R.F.D. #4, Berlin
Montpelier, Vermont 05602

Greece:

P. Kakadellis & Co.
7 Stournara Str.
Athens 148, Greece

Canada:

Bryston Marketing Limited
57 Westmore Drive
Rexdale, Ontario

Denmark, Norway,
Sweden, Finland:

Tonser Electronic Hi-Fi
Import

M8V 3Y6 Silkeborgvj 566
Brabrand, Denmark

Italy: DK 8220

Analog SRL

21010 Arsago Seprio (VA) Holland, Belgium:

Italy Audin BV
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Hong Kong: Holland
The Radio People, Ltd.
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Kowloon, Hong Kong
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K J Leisuresound Limited
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Watford, England
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Craftsman, S.A.
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Schiltmattstr 3
Ch-6048 Horw.
Switzerland

Luxembourg:

World Wide Entertainment
8 rue P. Witry

Strassen, Luxembourg
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France:

Harman France

33 Avenue du Marechal
de Lattre de Tassigny
94120 Fontenay sous Bois
B.P. 135, France

New Zealand,

Australia:

John Gilbert & Co. Ltd.
Tasman Building,

16-22 Anzac Ave.

P.O. Box 8690

Auckiand 1, New Zealand

Germany:

Harman Deutschland
8 Huenderstr. |

7100 Heilbronn

West Germany

\
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costs, and deducts the amount of such
costs from P’s royalties, P will not be
paid the sum of $1,887.49. Moreover, his
royalty account will be debited with
$6,112.51, the difference between
$1,887.49 and $8,000.

With respect to P#2, $5,333.34 will be
debited against A’s royalties. It will
take 9,426 records at the artist’s net
royalty rate of 7% ($0.5658) to recoup
$5,333.34 of recording costs debited
against A with respect to P#2.

Since P#2’s royalty is prorated, P42
will be paid a royalty of 3% on two
recordings (or one-fifth of the total
number of recordings); a royalty of 2%
on two recordings (or one-fifth of the
recordings); and a royalty of 1% on one
recording (or one-tenth of the record-
ings). Thus, P#2’s royalty is $0.08888. It
will take 22,502 records at P#2’s royalty
rate to recoup the $2,000 advance
debited against P#2’s royalties. At the
point 9,426 records are sold, R will credit
P#2 for $837.78 for the 9,426 records
sold. P#2, however, will not be paid
royalties on records following recoup-
ment " of recording costs until his
advance has been recouped. P#2's
advance will be recouped when an
additional 13,076 records have been
sold.

(5) Payment to record number 1
following recoupment of recording
costs.

A record producer is paid royalties
“retroactively to record #1” following
recoupment of recording costs. This
means that when recording costs are
recouped, i.e. when a sum equal to the
number of records sold, multiplied by
the applicable royalty rate (artist’s net
royalty rate, all-in rate, or other
applicable rate) is earned and equals
recording costs for the project, a record
producer is credited with a royalty for
each and every record sold, including
those records sold before recoupment of
recording costs. Thus, a record producer
is credited with royalties for all records
sold, but the payment of such royalties
is deferred until recording costs are
recouped. An artist is also credited with
royalties for all records sold, but
royalties credited to an artist are
retained by a record company to recoup
recording costs. Thus, an artist is paid
only for records sold after recording
costs are recouped.

The record producer should always
insist that a provision concerning
payment to record #1 be inserted in his
record producer contract, so as to avoid
any risk of being paid in the same
manner as the artist, i.e. only for
records sold after recording costs are
recouped.

(f) Double recoupment

A record company, artist, indepen-
dent production company, or distribu-
ted label may recoup a record producer’s
advance twice — once as a recording
cost, and once as a debit against a
record producer’s royalties — thereby
postponing or preventing the payment
of royalties to a record producer unless
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language prohibiting such *“double
recoupment’ is inserted in that record
producer’s contract.

This can be illustrated as follows,
using case the example cited above:

R might debit $100,000, the full
budget including the record producer’s
advance, against A’s royalties; and
$20,000 against P's royalty. It will take
176,740 records at the artist’'s net
royalty rate of 7% ($0.5658) to recoup
$100,000 of recording costs. It will take
82,508 records to recoup the $20,000
advance debited against P’s royalties at
his royalty rate of 3% ($0.2424).

At the point 176,740 records are sold,
R will credit P for $42,841.77, which
constitutes P's royalties for the 176,740
records sold, and will debit P for
$20,000, which constitutes P’s advance.
P will thus be credited with the sum of
$22,841.77 following recoupment of
recording costs, which already include
P’s advance and, once again, the
advance.

If A’s royalties had been debited with
$80,000 in recording costs instead of
$100,000, A would have recouped
recording costs at the point 141,392
records were sold, i.e. 35,348 records
sooner. Moreover, P may never have
received payment for 141,392 records if
176,741 records were not sold, because
P’s royalties would not be credited to his
account until recoupment of recording
costs.

B. Accounting

1. Statements and payments

A record producer may receive
statements and payments of royalties
from a record company, artist,
independent production company, or
distributed label. The most preferable
arrangement for a record producer,
regardless of the person or company
who hires him, is to be directly
accounted to and paid by a record
company, because the intervention of a

middle-man, artist or company may .

substantially delay the receipt of
statements and payments by that
record producer. However, “‘direct
payment” is not always possible, since
an artist or a company who has hired a
record producer may insist on making
payments and preparing statements, or
a record company may refuse to directly
pay a record producer hired by an artist
or a record company.

A record company usually will render
statements and pay royalties to an
artist, independent production com-
pany, or distributed label semi-
annually, 60 to 90 days after the last
day of March and the last day of
September, or the last day of June and
the last day of December. A record
producer contract may provide that an
artist, independent production com-
pany, or distributed label may render
statements and pay royalties to arecord
producer 60 to 90 days after a statement
has been rendered by, and royalties
received from, the record company.
Thus, a record producer’s receipt of a
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statement and royalties may be delayed
by as much as three months by the
accounting practices of an artist,
independent production company, or
distributed label. Direct payment
should be requested or, at a minimum, a
record producer should be accounted to
and paid not later than 15 days after a
record company accounts for and pays
royalties to an artist, independent
production company, or distributed
label.

A record producer should also require
an artist, independent production
company, or distributed label to furnish
to him copies of all statements
furnished by a record company to the
artist, independent production com-
pany, or distributed label. However,
while an artist, independent production
company, or distributed label may
agree to make payments within 15 days
following the receipt of royalties from
the record company, butitmay insist on
preparing the statement. If there is
more than one record company
manufacturing and distributing
records of an artist produced by a record
producer, statements should be required
for each such record company. If a
record producer is performing services
for an independent production
company or distributed label that
receives a combined statement for a
number of artists, he should request the
independent production company or
distributed label to furnish him with
that portion of the record company
statement relating to the artist he
produced.

2. Reserves

Record wholesalers and retailers can
return unsold records to a record
company for credit or exchange. As a
result, the number of records that have
been actually sold is not usually known
until sometime between six months and
one year ofter a record is distributed.

Record companies maintain ‘re-
serves’ of royalties credited to a record
producer against which royalties on
returned records can be offset.
Typically, reserves constitute 40% to
50% of credited royalties for singles, and
25% to B0% of credited royalties for
albums. Reserves are “liquidated,” i.e.
paid to a record producer, over a period
of one to three years, usually in equal
amounts.

A record producer will wanttorequire
a record company to hold reserves no
greater than the reserves being held on
the artist that the record producer is
producing or, at minimum, to hold
“reasonable” reserves, i.e. reserves that
do not exceed the amount reserved or
the period of liquidation for other record
producers of similar stature hired to
produce artists by that record company.

When a record company pays
royalties to an artist, independent
production company, or distributed
label, suchroyalties are payableonly on
records deemed by the record company
to have been sold and no longer subject
to a reserve. Therefore, a record
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producer will want to require that the
amount of, and the period of liquidation
for, any reserves held by an artist,
independent production company, or
distributed label will not exceed the
amount of, and the period of liquidation
for, any reserves held by the record
company with which an artist,
independent production company, or
distributed label has a contract. This
requirement prevents payable royalties
from being reserved twice, i.e. “double
reserves.”

3. Audit rights

An “audit” is the examination of the
financial records of a record company,
artist, independent production com-
pany, or distributed label with respect
to royalty payments and record sales.
Record producer contracts may or may
not contain an audit right. If a record
producer contract does contain an audit
clause, it may provide that the record
producer waives any objection to an
accounting if he fails to object within a
certain period, usually six months to
one year, following the accounting.
Artists and companies will usually
agree to extend the objection period to
one or two years.

In the absence of a contractual right
to audit, the record producer may
commence legal proceedings to require
an accounting. However, an audit right
is a record producer’s only contracted
protection against fraud or inaccuracy
in the reporting of royalties, and should
always be included in a record
producer’s contract.

A record company will usually grant
a right of audit to a record producer
hired by that record company if that
record producer requests a right of
audit. However, many record compan-
ies refuse to grant a direct right of audit
to a record producer, even when
statements and payments are being
rendered directly, if that record
producer has not been hired by the
record company. They argue that to
grant such right to a record producer
exposes the record company concerned
to multiple audits, which are expensive
for that record company and unneces-
sary for a record producer, who can rely
on the artist to exercise his right of
audit.

If a record company refusestogranta
direct right of audit to a record producer,
he may seek a “piggy-back” audit
arrangement with an artist, indepen-
dent production company, or distribu-
ted label. The “piggy-back™ right of
audit gives a record producer the right
to join an artist, independent produc-
tion company, or distributed label in its
audit of a record company. Usually, a
record producer cannot initiate an
audit; he i1s only entitled to join in the
audit once it has commenced. The
expense of the audit is usually divided
among the auditing parties in the same
proportion as their royalties bear to
each other. A record company may
prohibit a record producer from
exercising a piggy-back audit right by

forbidding an artist or company from
sharing audit information with any
person.

One problem with the piggy-back
audit is that an artist, independent
production company, distributed label,
or record producer may not want to
commence and pay for an audit when
another party does. An artist, for
example, may be waiting for another
album to be released before commenc-
ing an audit. One solution is to provide
that an artist, independent production
company, or distributed label may
exercise the right to audit within a
given period of time, but if such right is
not exercised within that period of time,
then the record producer may com-
mence an audit.

4. Cross collateralization
{a) With other projects

A record producer must ensure that
royalties (and advances against
royalties) from a recording project are
not “cross collateralized,” i.e. set off
against advances to, and charges
against, the record producer for another
project. Cross collateralization may be
either “one-way,” or “two-way.” One-
way cross collateralization occurs when
royalties from a current project of a
record producer are used by a record
company to recoup advances on a prior
project or projects of that record
producer. Two-way cross collateraliza-
tion occurs when the royalties on the
prior project or projects are also used to
recoup advances from a current project
or projects.

Cross collateralization may also
occur between projects at related or
affiliated recording companies. Thus,
for example, if a record producer is
negotiating to produce an artist for EMI
America, and previously produced an
artist for Capitol, he will want to
include a provision in the EMI America
record producer contract prohibiting
cross collateralization of royalties
earned from the EMI America project,
with any unearned advances against
royalties or unrecouped recording costs
of the Capitol project.

Cross collateralization may occur
between the projects of the same or
different artists. Thus, if the record
producer is negotiating to produce an
artist for a record company, and he
previously produced another artist for
the same record company, he will want
to include a provision in his record
producer contract prohibiting cross
collaterization ofroyalties.

(b) Mechanical royalties

Ifarecord producer is also a writer or
owner of songs, he must ensure that
mechanical royalties (as opposed to
record royalties) are not cross
collateralized with unrecouped advan-
ces. Thus, for example, if a record
producer is negotiating to produce an
artist for RCA, and is the owner or
author of songs that will be recorded by
that artist, he will want to include a
provision in the RCA record-producer
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contract prohibiting cross collateraliza-
tion of the mechanical royalties earned
from the songs and payable by RCA,
with any unearned advances of the
RCA recording project.

Cross collateralization of publishing
royalties and unrecouped recording
costs or unearned advances against
royalties may-also occur between
related or affiliated record and
publishing companies. Thus, if a record
producer is producing an artist for
Capitol Records, and his publishing
catalogue is administered by Screen
Gems Music (a Capitol affiliated
publishing company) he will want to
include a provision in his record
producer agreement prohibiting cross
collateralization of publishing royalties
(i.e. print, performance, or mechanical
royalties on any songs, whether or not
recorded by the artist the record
producer is producing) earned from the
Screen Gems Music administration
agreement, with unearned advances
against royalties from the Capitol
recording project. (There should also be
a provision in the administration
agreement preventing such cross
collateralization.)

C. Travel Expenses

A record producer contract, at the
minimum, should provide that if a
record producer is requested to travel
more than 50 miles from his place of
residence, the record company will
arrange for, and pre-pay, suitable first-
class, round-trip travel by air or ground.
Accommodations should be at an
agreed upon hotel, or any hotel selected
by the record producer within an agreed
upon price range, and should be prepaid
by the record company at least one week
in advance. If a per diem is to be paid, it
should be paid for each and every day
that the record producer is at the place
where he is rendering his services, or
any other place to which heisrequested
to travel, including travel days. The per
diem should be payable on the Friday
preceding the week for which the per
diem is due, so that each week the record
producer receives in advance for the
next week a sum equal to seven times
the agreed daily per diem.

A record producer contract should
also provide that travel expenses are
not recoupable against theroyaltiesof a
record producer. Although travel
expenses are a recording cost, and
therefore are recoupable against the
royalties of the artist, such expenses are
not advances, and should not be
deductible from any other advances
payable to a record producer. oog

* K K

The last installment of this
article, to be published in a
forthcoming issue of R-e/p, will be
concerned with a producer’s grant
of rights, including copyright,
record credits, mechanical licen-
ses, and re-recording restrictions.
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Photography by Mel Lambert

It’s safe to say that the recently-

completed Rolling Stones tour of

America was far from being ordinary.
This was the legendary Rolling Stones
who, without question, have been the
premier rock and roll band for
generations of teenagers, and constant
companions to the present middle-class
America since the band’s initial
introductions during the rebellious,
formative years of the Sixties.

The Stones are the super-group that
everybody thought rode to fame and
fortune on the coat tails of the Beatles,
but who are still going stronger than
ever 11 years after the Fab Four’s
disintegration in 1970. Today, the
Rolling Stones comprise one of the few
remaining acts whose albums consis-
tently go Gold and/or Platinum on, or
before, the day of their release.
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THE ROLLING STONES

Tour at the L.A. Coliseum

by Robert Carr

Legend has it that nothing connected
with the Rolling Stones is normal, or
matter-of-fact. The band members are
consummate showmen both on and off
the stage, and everywhere they go a
certain aura of craziness exists. R-e/p’s
brief encounter with Rolling Stonedom
proved educational, for sure, but was
not without its frustrating aspects as
well. Apart from maybe one day,
Showco had no rehearsal time with the
band prior to going out on the road. So
much equipment had to be transported,
set up, and torn down, that “relaxing”
was a forgotten word on this tour.
Equipment checks and system tunings
were reduced to a minimum, if not
eliminated altogether. Ninety to
100,000 fans flooded the larger outdoor
venues show after show. And, in light of
all that, the Stones played the largest
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dollar-grossing tour in the history of
Rock and Roll.

Showco was chosen to not only
provide sound reinforcement for the
tour, but also to contract most of the
other services, such as lighting,
staging, set construction, trucks, buses,
and so on. Since all the outdoor shows
were done primarily in massive arenas
where no stages exist, United
Production Services, which specializes
in outdoor shows, was called in to
supply the scaffolding, stage construc-
tion, and crew. Showlite,a company not
affiliated with Showco, was responsible
for all the lighting equipment and their
support crew.

An oversized stage area, vast
amounts of scaffolding, and large
number of lights necessitated the

. continued overleaf —
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Our new M SERIES puts PM-2000
performance within your reach.

Yamaha's PM-2000 mixer has established itself as an industry standard. Our
new M Series mixers maintain that standard of performance —with the features,
price, and size to meet your demands.

The M Series makes an excellent choice for live sound reinforcement main
or submixers, as well as for theatrical, church, and broadcast uses.

The M508 and M512 are identical, except the M508 has 8 input channels and
the M512 has 12. Both have 5 outputs and 4 mixing busses.
And both have, in the PM-2000 tradition, generous

headroom, ultra-low noise, ultra-high gain, and
tremendous flexibility.

The M916 has 16 input channels, 19 outputs
and 11 mixing busses for more complex
demands. You will feel the PM-2000 heritage
in the M916’s

smooth
control. And see it in the
logical layout. And hear it in
the performance

It’s all part of the M Series aim—to put PM-2000
performance well in hand. Visit your Yamaha dealer for more
information or write: Yamaha, Box 6600, Buena Park, CA 90622
In Canada: 135 Milner Ave, Scarb, Ont. M1S 3R1.

Because you're serious.

€ YAMAHA
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doing the audio for

THE ROLLING STONES

Tour at the L.A. Coliseum

o
o

provision of two complete sets of stage
and lighting gear. The alternating sets
were leap-frogged to every other town
on the itinerary, thereby allowing
sufficient set-up and travel time
between shows.

Showco used only one PA system,
however, which was added to or
subtracted from depending on whether
the show was being held indoors or out.
Fortunately, with so many capable sub-
contracted firms participating to pull
the show together, Showco was able to
reduce its manpower to a nucleus of five
people. The outdoor shows, being more
demanding than those indoors in terms
of a substantial increase in equipment,
required the addition of four more crew
members, who were flown in specific-
ally for those dates.

Stage engineer B.J. Schiller handled
the house mix for the 1978 Rolling
Stones tour of America. He explains the
change in attitude between then and
now: “On the last tour the band did 12
outdoor shows, and about 15 indoors at
small theaters. They wanted to scale
down the tour and present a more
intimate show. This time they pulled
out all the stops. They booked about 15
or 20 huge outdoor shows, with the idea

that if the first onesold out, they'd add a
second. This whole tour is a money
maker.

“Our sound reinforcement philos-
ophy has remained pretty much the
same. We've just made the system a lot
bigger, with much higher quality. So far
I’'m very happy with it and the sound.”

What is that design philosophy? Jack
Maxson, one of the principals behind
Showco — and who also mixed house
sound for the tour — sees the primary
focus asbeing to“‘keep it simple, and get
the volume out there with very few
effects. There’s nothing really
sophisticated; we just need to reproduce
the sound. That’s what the band
wants.”

However, these kinds of large,
outdoor venues are not the most ideal
place to hold a concert. A sound
analysis of the Los Angeles Coliseum
before the show revealed a 1.5-second
slap echo out of the arc farthest from the
stage. Being an outdoor stadium with
sections of concrete seats around the
entire perimeter, there was really no
place to hang damping material for
acoustic control; Showco sound
engineers were at the mercy of the
architect’s original plan.

Sound System Loudspeakers
According to Showco, watchword for
the entire tour was “efficiency.” With
only one PA rig that had to be up and
ready to go at every show, time needed

*Manufacturer's suggested retail price.

horse—the dbx Model 160
WITH—and made it even more versatile. We
gave it Over Easy® so you can choose
OVER EASY knee compression
TOOat the touch of a button. We've also made
@it strappable for dual channel compression.
$ * Added dual LED meters, Infinity + ™
420. compression, and the provision for a
Jensen output transformer. And, we’ve put it all into a
new slim-line rack mount package with phone jack and

barrier strip connectors. Voila! The new Model 160X.
See your dbx Pro dealer, or write for information.

ALL NEw'We took an industry work-

Model 160X Compressor/Limiter

“dbx

dbx, Incorporated, Professional Products Division,
71 Chapel St., Newton, Mass. 02195 U.S.A.

Tel. (617) 964-3210, Telex: 92-2522. Distributed in
Canada by BSR (Canada) Ltd., Rexdale, Ontario.

soft knee or hard
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to be saved wherever possible. The
speakers were the first place to start.

The cabinets were conceived and
manufactured in-house, and their
design reflects insight garnered from
Showco’s years of road-show experi-
ence. Rods for the rigging hardware
extend all the way through the box.
That way, the cabinet bears none of the
weight, and hence none of the stress,
normally associated with flying
speakers. Hanging straps can be left
with the cabinets, because the pockets
are cut an extra inch deeper to
accommodate them. In this way the
common hassle of trying to locate
straps beforeor after a gig is eliminated.

On one end of every box are four
pieces of ‘4-inch square steel stock
arranged in a square frame of
standardized dimensions. A comple-
mentary steel frame is built on a dolly
(there’s a dolly for every speaker
cabinet), which quickly attaches via
two Simmons latches to the bottom of
any cabinet. This technique affords a
sturdy and dependable method of
transportation.

“It’s just little considerations like this
that save time and work,” Maxson
considers. “We can put this system up
inside in an hour — that’s 20 pairs, or 40
cabinets, for an indoor show.”

Two principal speaker configurations
dominate the Showco PA system. One
type of cabinet reproduces bass
frequencies, and houses four JBL K- or
E-140s in a proprietary pyramid design.
The other type, a3-way system, handles
low-mids with a pair of JBL K- or E-
120s; mids through two JBL 2441s; and
the highs via Motorola rectangular
tweeters arranged in parabola array
inside the cabinet. The house system
cabinets measure 2% feet by 5% feet,
and weigh very close to 300 pounds a
piece.

In order to cover the 100,000 seat L..A.

House mixer Jack Maxson
a the Series 2400 console.

\‘-
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A year ago, Telex had the only
portable high speed cassette copier
that sold for under $500.

Copyette 1&1™ has Telex quality bailt
in. It will make a perfect copv of beth
sides of your original one hour cas~
sette in less than two minutes (C-9J'e
in less than three minutes). And t's
so compact that it will fitund=r an air-
lineseat. A Copyette 1&1™ allows you
to make copies of your sermans, l2c-
tures or sales messages—ever
including sync cues—with the lowas-
initial investment possible.

Though economically priced, tae

It still does!

X o) v a0 =

‘the 1%1™ dees plus it ccpims thred
cassatles simultanaousiv.And, the
183™ i3 still ynder §1000. Nxspecial
training is required 1o opers3 ekher
the Copy-atte 183™ or 181> Sinpy
pusk abuztotrandth2autoratic cyche
renincs all sassettes to as3sire ycou
that each tape is copied trom the
beginring, copies koth sides ct sour
orig'relin a single pass ther rewancs
acan sc that copes ara “eady for
instant use!

The Copyatte 163™ dtters ewe rvthing.

The Codler I* offe-
such as track selection, -1 f.
heads, erase and acd-on capabili#y t2

make ugtofivecopiessimultan2ously. -

The Copier IV® gives you even mora
becaus= it's capable of making stered
copies. Manufactur=d by Telex in tha
U.S.A. and individially inspected t2
assure the high qua ty standards thet
customars have cor e to expect from
Telex.

Copyette 1&1

t Copyette 1 &3

Copier i

TELEX

TELEX COMMUNICATIONS, INC.

9B0C Akdrich Ave So., Minreapolis, MN 55420 U.S.A
Europe 22, rue de la Légion-d'Horneur, 93200 5t Denis. France
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doing the audio for

THE ROLLING STONES

Tour at the LA, Coliseum

Coliseum, speaker cabinets were
stacked 12 high with six stacks on
either side of the stage (Figure 1). The
two sides were mirror images of each
other.

“We're doing what we call ‘checker-
board’ set-up,” Maxson explains,
“rather than run a whole column of
bass cabinets, a column of 3-ways, a
column of bass, and so on, which we
tried for the first two shows. We found
that configuration was a little too
‘beamy’; we got too much coupling.

“Starting at the outside stack, the top
three cabinets are 3-ways. The three
under those are bass, then three highs,
and three lows. The next row is just the
opposite, with the three bass cabinets
on top. As you look at the arrangement,
you see it’s a checkerboard pattern.

“Checkerboarding provides a much
more even response. As far as I'm
concerned, sound reinforcement in
venues like this is a compromise. You
can have good coverage with less
coupling and volume, or more coupling
and a little more volume, but not quite
as good sound.”

At stage left there is a break in the
stacks which makes the length on that
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Two hundred
feet to stage apron
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Mixer
Position

Figufe 1: Stage dgs_igyn amf_s_pea{egr Ia._vggt fo_r; L(Ex Angel(ﬁ ‘Coliseum (ior;(fgrts, Ociglzr 1981

side look deceptively longer. The hole
called a “reveal,” enables Mick Jagger
to pass through the wall of speakers on
to a “cherry picker,” or power lift, which
raises him above the audience during
the finale of the show.

A decoratively colored scrim (the
artwork escaped from the pages of
Andy Warhol’s Interview magazine)
covers the entire audience side of the
system, and hides the PA speakers from
view.

The stage area is about 15 feet high,
and speakers rise another 30 feet or so
off that base. Strong winds arealwaysa
danger, and the columns had to be
secured to protect the equipment,
workmen, and fans. Because of the
intense weight involved — each stack
turns the scales at about 3,600 pounds
— the bottom few speakers are not
secured. The top six cabinets, however,
are held together withratchet-tightened
straps that squeeze the boxes together
to form, effectively, one solid unit. At
the eighth cabinet up, straps connect to
the scaffolding for additional stability.
In all, about 10 straps are required per
stack (Figure 2).

The setup for inside venues make use
of a third as many cabinets as outdoors.
Normally, the speakers are not
checkerboarded in the flown configur-
ation.

“We arrange all the bass cabinets on
top, and the 3-ways underneath,” says
Maxson. “The 3-ways are suspended
from the cradle or hanging frame by
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ratchet straps. We can arc those
speakers in the horizontal or vertical
plane by as much as 30 degrees. or leave
them in a dead hang.

Power Amplifiers
Power rating for this Showco system
i1s approximately 110,000 watts, which
1s generated by 135 power amplifiers —
108 of those being in the house system,

I;igure 2: SHOWCO IES and thr;e_—
way speaker cabinet stacks.
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The tubecube™ :

At long last, the
Tube Sound has been
crystalized in solid-state

CiPCUit The Tube Sound. Clear, full, and warm.
I :V- The sound of preference for several
Jenerations of musicians. The tubecube is our proprietary
Sircuitry that crystalizes the lube sound with none of the
disadvantages inherent in vacuum tube amplitiers (size:
weight, heat, etc.). i

- Unlike simple fuzz-type “tube simulation” devices,
the tubecube is the result of one of the most intensive
research and design efforts ever launched in the music
industry. Its sole purpose: to precisely duplicate with solid
state technology the sound and playing characteristics
of the vacuum tube. The tubecube finclly puts into the

hands of the creative music maker a concise balarice of °

true tube sound, control, and compactness.

The Direct Box with the Edge
The tubecube™ TC-101 Active Dir=ct Box is unlike
any direct box ever createc. As opposec tc all other such
devices that simply match: level and impedence, the
TC-101 combines a powertul signal prozessor, the tube-

cube. together with complete line matching ——

capabilities. This extraordinary combina- SR
tion enables the musician to plug his

instrument directly into the microphone =

input of the mixing console without sac- & YA =
rificing the warmth, fatness, edge, and 3 T B
sense of punch added by a good tube X ‘t.

amplifier. With such built-in versatility, the \
TC-101 becomes literally an extension of
the musician’s instrument. The musician

plays the tubecube Active Direct Box
as opposed to just playing through it.
The Features
The tubecube mix control of the TC-101
allows the musician to dial-in precisely the amount
of warmth and fatness he desires. The pick-up opti-
mization equatlizer switch permits him to determine
brightness and edge. Together. these controls enable the
musician to create his own personal sound, and with the
TC-10l’s integrity he can deliver that sound reliably and
consistently in any stage or studio situation.

Other features include selective line or instrument
input levels, a link jack. balanced and unbalanced out-
puts, a ground hazard indicatof lamp to protect the body
from ground loops and excessive doses-of energy, and a
ground lift switch, The TC-10l operates off of two 9 volt
batteries, or from the console phantom power supply.

The tubecube TC-101 Active Direct Box--The Tube
Sound —simple, clean, and direct.

The Sound .

The bottom line, the regson for buying any signal
orocessor...THE SOUND. At Audio Envelope Systemns, we
<now the sounds you seek. As musicians, recording engi-
neers, sound men. electronic design engineers, and
serious audio tweaks, we too have tried for "that” sound,
only to be disappointed by typically poor per-

formance. As a result, all AES products
are built with one primary purpose: to

.f_j‘ .
{ ﬁ‘.-w"““’ deliver the sound, easily and reliably,
= through innovative, revolutionary
components. To that end we dedicate
p ourselves and our company. In con-
o cept and execution, that philosophy
is exemplified by the tubecube. ..
- TC-101

Active Direct Box The revolution has begun.

oudio envelope systems
414 3.Mill Ave., Ste. 108, Tempe: AZ 85281 (602) 829-0301
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SHOWCO:

doing the audio for

THE ROLLING STONES

Tour at the L.A. Coliseum

and the rest supplying the monitors.
Distribution is broken down such that
each rack of three amplifiers powers
two sets of cabinets: two bass and two 3-
ways (Figure 3). The bottom amp is a
Crown PSA-2 bridged into 4 ohms for
about 1,200 watts into two bass
cabinets. The middle amp — a Crown
DC300A — drives the low-mid drivers of
the two 3-way cabinets, running
bridged into 8 ohms for an output of
about 600 watts. The DC300A and the
PSA-2 units are used interchangeably,
since their power output bridged into 8
ohms is about the same.

The top PSA-2 amplifier powers both
the 3-way cabinet’s mids and highs. The
left side, being loaded down to 4 ohms,
has a rating in the vicinity of 300 to 400
watts. Power from the right side,
according to Jack Maxson, “is hard to
figure out, because the high-frequency
units are voltage devices rather than
current devices. They’re not passively
crossed-over, but rather actively
crossed-over out at the house console.
We’ve found that if we cross them over
passively, or at too low a frequency,
they tend to be a little dirty. However, if
we do a nice 18 dB per octaveroll-off at 7
kHz, the highs are clean and bright —
just the way they’re supposed to be. We
figure a total output for the rack of
between 2,700 and 3,000 watts.”

“There’s a reasonable demand on the
equipment,” Maxson continues. “It’s
not like the amps are just idling. The
mids and highs aren’t working that
hard, but the lows and low-mids are
working pretty close to maximum. [

Figure 3: Amplifier racks containing

a single Crown DC300A and a pair of

PSA-2 units, used to power two pairs
of cabinets.
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Figure 4: Line-level signals from the house console are passed through a4-way
crossover at the house mixing position, then distributed to the relevant
amplifier racks via custom-built splitter boxes.

don’t worry too much about the amps
clipping; that’s what the dbx Model 162
limiter at the house consoleisin theline
for. The bottom-end comes the closest to
clipping, but I phone up to the stage to
make sure I’'m notin danger. Even ifthe
amps did start to clip, it probably
wouldn’t be too audible — but it
wouldn’t have done the speakers any
good, either!”

To run the feed between the amps and
speakers, Showco uses either 16- or 14-
gauge wire. The speakers wired in series
are 16 ohms, and by using 8- or 16-ohm
loads wherever it can, Showco has been
able to get by with using lighter gauge
wire. So far, their engineers report that
they haven’t experienced any loading
problems.

Showco can run its system on 200
amps per leg of 3-phase power. Whether
or not they’re on a separate 3-phase
system from the lighting equipment
doesn’t seem to matter. Grounding buzz
or hum is another common demon that
doesn’t care too much about terrorizing
this PA. Jack Maxson is a great believer
in using electrical case ground: “I don’t
like water pipe ground or anything like
that; I want'something to blow the fuse.
Water pipe ground won’t necessarily
break an electrical circuit. I always opt
for a mechanical ground on the
disconnect or whatever.”

In terms of a grounding scheme, the
Showco rule seems to be “more is
better.”

“The way we operate,” says Maxson,
“is to just ground everything to
everything. We incorporate ground lifts
in strategic places, but basically all
amp racks are electrically grounded. In
addition, all the amplifiers have hard-
wire grounds going from one amp tothe
next, as well as from one amp rack tothe
next. It’s the old brute force grounding
method. There is room for loops, but
that doesn’t appear to be wrong for us.
We tie together 36 racks, and don’thave

www americanradiohistorv com

a peep out of the system.”

Speaker Testing

Showeco relies on two basic procedures
to check the status of its speakers atany
given time. At least once a week or so,
when the boxes are down on the floor. a
simple resistance check will be made
with a test meter. This can be before or
after a show, or any other time that is
convenient. Holding true to efficient
design, a small, metal testing strip has

Figure 5: One of two equipment racks
located at the house mixing position.
From top to bottom, a Klark-Teknik
DN-60 spectrum analyzer; Showeo
Model 1015 line amplifier and 4-way
crossover unit; a pairof MXR 31-band
graphic equalizers; dbx Model 165 and
stereo Model 162 compressor/limit-
ers; patch bay; and Crown D-75 head-
phone and intercom amplifier.
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The ITAM 1610 isnew to

America. It bringsalevel of

performance which

i elevates the 16 track one e 66666006060
inch format to fully
professional standards,
challenging even AR e o7, meacon
established two inch '
designs.

Backed by a network of
America’s most respected
professional audic
distributcrs, the ITAM 1610
is the most advanced
compact multitrack |
available today. R

-y

% 3speed 7%/15/30 1ps. * +4dBm input and output.
* DC Servo Capstan plus * Ultra compact.
l variable tape speeds. * Optional full function remote.
* Totally modular construction
+ plug-in EQ Cards. This machine shown with dbx cptional
’ * Plug-in heads 8 or 16 track. extra.

The ITAM 1610 is available ot the following dealers:

I'TAM America Gill Custom House Hy James Enterprises Westhrook Audic PRS Inc

38 West 26th Street NY.C. 8813 W. 95th Street 2839 Boardwalk 11836 Judd Court Suite 336 151€ Soldiers Field Rood
N.Y. 10010 Palos Hills 1linois Ann Arhor Michigan 48104 Dallas TX75243 Boston MA 02135
Tel: (212)741-0919 Tel: (312) 598 2400 Tel: (313) 994 0934 Tel: (214) 699 1203 Tel: 1617)254 2110
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A DECADE OF EXPERIENCE AND PROGRESS

VESTLAKE AUDIO HAS JUST
>OMPLETED ITS MOVE INTO ITS
EW 13,000 SQUARE FOOT SALES
ACILITY. THE FACILITY OFFERS
~OMPLETE DEMONSTRATION,

ALES AND SERVICE FOR OVER 100
1AJOR MANUFACTURERS OF
ROFESSIONAL AUDIO EQUIPMENT.

TAGNETIC TAPE:
MPEX - 3M - NAKAMICHI

EST TAPES:
iRL - NAKAMICHI - AMPEX

idICROPHONES:

(G - SONY - ELECTRO-VOICE
5>CHOEPS - NEUMANN -
'NNHEISER - HME WIRELESS -
1URE - BEYER - MILAB - CROWN
"ZM’" - WRIGHT
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CONSOLES:
AUDITRONICS - SOUNDCRAFT
GML/NOVA - YAMAHA - SOUND
WORKSHOP - TASCAM - U.RE.I.
- MODULAR AUDIO (MAP)

TAPE RECORDERS:
AMPEX - OTARI - SOUNDCRAFT
- TASCAM - TECHNICS

CASSETTE/CARTRIDGE
RECORDERS:

EUMIG - NAKAMICHI - TECHNICS
- UMC/BEAUCART

HEADPHONES:
AKG - SENNHEISER - KOSS - BEYER
- CULVER

WWW.americanradiohistorv.com

DDL/EFFECTS:
EVENTIDE - LEXICON - DELTA LABS
- MXR - MARSHALL - SCAMP

ECHO CHAMBERS:
AKG - ECHO PLATE - EMT - MICMIX
(MASTER ROOM) - ORBAN - LEXICON

i [l

I |

AMPLIFIERS:

AB SYSTEMS - BGW - BRYSTON

- CROWN - U.R.E.l. - YAMAHA - JBL
-H&H

SYNCHRONIZERS AND
AUTOMATION:

BIX - ALLISON RESEARCH - SOUND
WORKSHOP - GML/NOVA

TEST EQUIPMENT:

BPI - AMBER - SOUNDER - WHITE
INSTRUMENTS - INOVONICS - IVIE
- UR.E.I - CROWN

NOISE REDUCTION:
DOLBY - DBX - INOVONICS
- NAKAMICHI - TELCOM - TTM
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-THE PROFESSIONALS OHOIOE’

DIRECT BOXES:
COUNTRYMAN - U.R.E.I. -
AUDIO

SPEAKER
COMPONENTS:
CETEC/GAUSS - JBL - T.AD.

- POLYDAX - ATC - ELECTRO-VOICE

EQUALIZERS:

WHITE INSTRUMENTS - U.R.E.I. -
ORBAN - PULTEC - LANG - KLARK
TEKNIKS - SONTEC - SCAMP - DBX

MONITOR SYSTEMS:
WESTLAKE AUDIO - JBL - U.R.E.l
- AURATONE - ELECTRO-VOICE

WESTLAKE

For additional information circle # 41

ey L L L

o i om

WESTLAKE SERVICES:
ACOUSTIC DESIGN/CONSULTATION
- SYSTEM DESIGN - SYSTEM
INSTALLATION AND INTERFACE

- TURN-KEY CONSTRUCTION -
CONSTRUCTION SUPERVISION

- REAL-TIME DEMONSTRATIONS

- FIELD/IN-HOUSE SERVICE
CAPABILITIES

SUPPORT EQUIPMENT:
AUDIO INTERFACE - RTS - ESE -
INOVONICS - U.R.E.Il. - IMAGE
FORMATIONS - ADR/SCAMP -
ANNIS - ATLAS - VALLEY PEOPLE
- EDITAL - KAHN - MXR -
WHIRLWIND - STANTRON

- WIDERANGE ELECTRONICS

WESTLAKE PRODUCTS:
DIRECT BOXES - HEADPHONE
BOXES - AUDIO SWITCHING
SYSTEMS - MULT BOXES - HIGH
RESOLUTION MONITOR SPEAKERS
AND CROSSOVERS

MAKE WESTLAKE AUDIO YOUR
CHOICE FOR THE FINEST AUDIO
EQUIPMENT AND SERVICE
AVAILABLE.

from acoustic design
to down beat...

i o Ve PGS DI A W WL ]

YL R e

Westlake
Audio

Professional Audlo Sales Group
7265 Santa Monica Boulevard
Los Angeles, California 90046

(213) 851-9800 Telex 698645

www americanradiohistorv com
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doing the audio for

THE ROLLING STONES

Tour at the L.A. Coliseum

— continued from page 68 . . .

been installed just inside a trap door in
the back of each cabinet. The strip is
divided into sections that affords
individual and direct access to every
component. Needless to say, it makes
checking a very quick, and simple
process.

A cassette check or pink noise test is
done daily.Jack Maxson describes their
procedure: “There are two sets of
speaker cabinets on each rack. After
everything is lashed up, one of the crew
will go along and disconnect one set
from all 18 racks. Then he’ll go back
down the line, turning on and off the
lows, then low-mids, then mids, and
finally the highs at every rack. When
he’s completed the entire set of 18 amp
racks, he’ll go down the line a third
time, this time unplugging the first set
of speakers, and plugging in the second
set. A fourth run down the linetests that
set the same way as the first set. As long
as we don’t detect anything out of the
ordinary, he’ll make sure both sets are
reconnected properly, and then gotothe
other side of the stage, where he repeats
the entire process.

“We do that every day. If any
problems or weaknesses show up, we
log the speaker number, and do a
resistance check and repair as soon as
we tear down the system. The cassette
we use 1S a music tape, and the pink
noise is from a generator. We don’t do
signal sweep on the road, only in the
shop. If the cassette and pink noise
don’t work, something else is wrong.”

House Console Interface

A 27-pair snake connects the house
console to two identical drive boxes —
one on either side of the stage — located
near the amp racks (Figure 4). Four sets
of drive lines— one set each for low, low-
mid, mids and highs — run in parallel to
each box. Back at the outboard rack
next to the house console (Figures 5 and
6) is the master panel: a combination
crossover and line-drive unit. Built into
it are a mother board along the bottom,
and provision for interchangeable
cards that permit the switching of
crossover frequencies (the present
frequencies being 300 Hz, 1.2 kHz and 7
kHz). The panel also houses four line-
drive amplifiers.

As Jack Maxson points out, “We're
driving 18 amp racks with each drive
box. By the time you add up the
characteristics of 18 racks you find you
need a pretty low drive impedance to
take care of all those amplifiers. We put
the crossovers here at the house
position, and have always done it that
way. We don’t understand why
everyone doesn’t; it’s a major
advantage.

R-e/p 72 O December 1981

Figure 6: The second equipment rack
contains (top-to-bottom): 2 dbx Model
903 compressor/limiters (backing
vocals and DI bass), and six Model 904
noise gates (floor tom, rack tom, guit-
ar submaster bus, acoustic grand, and
two spares); Lexicon Prime Time
DDL (lead vocals); TEAC C-3 cassette
machine; custom-built unit for monit-
oring AC line voltage, and console
stereo left/right output selection;
and an unused effects mixer.

“System parameters can change
while you’re doing a mix; there may be
something that sucks the low-end out of
the system. I'd prefer to justincrease the
drive level of the bass cabinets, rather
than do a bunch of cranking on my
graphic equalizer. Plus, the drive offers
the added advantage of peak indicators
that give me a better idea what’s going
on while I’'m mixing.”

Also included in that snake are three
additional mike lines (numbers 28, 29,
and 30 — 1 thru 27 are on their own
separate multicore); the PA intercom
that runs directly into the board and
solo system; a lighting intercom cable
in case the lighting company wants to
use it; two independent mono feeds
available for a camera or video
backstage; and two effects sends.

House Console

Showco designs and builds its own
mixing consoles too, although the one
on the Stones tour is an earlier model —
a 2400 Series (Figure 7). The 30-in/8
subgroups/stereo-out board features
quad pan pots, pre/post monitor sends,
3-band parametric EQ (300 to 800 Hz,
660 to 5.5 kHz and 2.5 to 18 kHz),
pushbutton routing, and selectable
pre/ post echo/effects send.

According to Maxson, “There’s no
worry about overloading the house
board; there’s plenty of headroom. The
red light just above the panpot is a ‘soft’
indicator; there’s a couple of dB leeway.
I called up on stage to see if the IOC
indicators on the PSA-2s were kicking
up for the bass. [ just drive the amps to
the point where we were getting
occassional flashing on the IOC’s, even
though the light was solid red out here
in front. We like to leave a little slop
every place.”

Later Showco consoles have a
red/green LED that signals two levels.
A green light indicates the area between
+4 and +18 dB. Anything over 18 is red,
and it really means “Watch out! Levels
are very close to clipping!”

The Rolling Stones kept basically to
the same show from night to night,
although at least one or two songs
would be added or subtracted to please
the crowd. For the most part, however,
the sets were adhered to as planned.

With little or no rehearsal before
hitting the road, Jack Maxson felt that

Figure 7: SHOWCO Series 2400 house mixing console, equipped with
30 inputs, eight subgroups, and stereo outputs . . .

www.americanradiohistorv.com
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10 1o 1 you'll like ours!?

Every studio needs a $1,000 microphone.

It tells everyone you're serious about good sound,
and it impresses the talent.

But when the session gets under way, all that
counts is results. Not price tags. And judged only
by what you hear, the new AT813 Unidirectional
Electret Condenser from Audio-Technica is going
to truly impress you...at about 1/10 the cost you
might expect.

Recently a recording engineering class at a
major university made simultaneous muiti-track
tapes comparing our AT813 side-by-side with
some of the best microphones money can buy. The
informed and critical students did the judging.

Surprisingly, in many cases they couldn’t find a
nickel’'s worth of difference. And some preferred the
AT813 sound to the expensive competition.

You may agree with these student engineers
when you hear the AT813. Or you may not.
But at these odds, you can’t afford to overiook us.
And for new studios just getting underway, who
can’t afford a roomful of top-deiiar microphones,
the AT813 is an effective way to achieve full
multi-mike capability. Write today for the AT813
spec sheet and A-T microphone dealer list. Then
see your Audio-Technica sound specialist for great
sound...right from the start.

audio-technica.

AUDIO-TECHNICA U .S., INC., 1221 Commerce Drive, Stow. Ohio 44224 e In Canada: Audio Specialists, Inc., Montreal P.Q.
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SHOWCO:

doing the audio for

THE ROLLING STONES

Tour at the L.A. Coliseum

3- by 5-inch cue cards were the best
course of action for mixing. A card was
made out for every song in the group’s
road repertoire, appropriate cards being
arranged in the order of the night’s
performance. Each card listed the song
title, the names of the principal soloists,
and when their mike or instrument
volume should be boosted or cut.

“I’'m a strong believer in cue cards,”
Maxson admits, “because that way
there’s no excuse for missing a cue, even
if you don’t know the material, or aren’t
that familiar with the group. I sat down
with a band member or one of the
roadies bhefore the tour, and got most of
the cues that way. In my opinion, for a
show this big, there’s no excuse for not
being that professional. It’s additional
work, yes, but also 1nvaluable
insurance.”

During the show, it’s not unusual for
Mick Jagger to be singing while
traveling back and forth along the
runway. Our astonishment was not so
much a reaction to his coordination and
performance, as it was to the fact that a
vocalist could sing into a live
microphone no more than five feet in
front of so many speakers powered by so
many watts, with a minimum of

feedback.

“It is amazing how you can do stupid
things like that, and get away with 1t,”
commented Maxson. “When we were
doing a show with the Commodores at
Radio City Music Hall in New York, we
had the speakers stacked in much the
same way. They’d run out in front of the
columns, but we didn’t have to drop the
volume at all; there was no feedback. In
this case, I just bring Mick down about 3
dB from his normal volume.”

Stage Miking

All of the vocal mikes used on the
stones tour were wireless models. The
transmitter/receiver systems were
manufactured by Nady, and coupled
with Shure SM-58 capsules (Figure 8).
Batteries in the power supplies are all
alkaline; Showco doesn’t bother trying
to recharge NiCads.

“The wireless units belong to the
group,” says Maxson. “We're just
maintaining them. Thealkalines came
with the system, so that’s what we use.
It’s also what Nady recommends.

Although hand-held radio mikes
have a gluttonous appetite for batteries,
wireless systems do offer one distinct
advantage over the conventional hard-
wire method: ground isolation. The
musicians and crew never have to
worry about shocks.

But what about drop-outs?

“We've had that happen only one
time on the tour,” Maxson concedes.
“And that was a couple of songs before
the end of the first show in Boulder,

Colorado, with Mick’s microphone.
John Nady said that something came
on the channel, and swamped it. At that
point, Mick simply grabbed Ronnie
Wood’s mike, and the show kept on
going. In addition, we have a spare set
of receiver and wireless mike that is
always on-line and ready to go. All they
have to do is grab the mike, and we
bring the fader up on the board.”

To give the guitar players the freedom
to cover as much area as they’d like —
occasionally Ron Wood or Keith
Richards would run full speed the entire
length of the runway, ortake arideupin
the scissors lift — transmitters were
connected directly to their instruments.
Guitar amplifiers were miked with
Sennheiser MD421s. The bass was
taken direct and miked with an E-V RE-
20, and went wireless as well.

Jagger’s acoustic guitar also was
taken direct right from the wireless
unit’s output. Jack Maxson feels that he
gets better results if he takes the output
off the Nady, even though 1t still goes
through the amp on stage.

“l get a direct acoustic sound and a
miked electric,” he explains. “Direct 1s
s0 much cleaner for acoustic guitar. It’s
like anything else; you remove that one
step of speaker and microphone. You'll
always get some amount of distortion
from the speaker cone no matter what
you do, and on acoustic guitar youdon’t
want that. On electric, that’s part of the
sound.”

As can be seen from the microphone
assignments given in Table 1, all the

Three keyboard amps

Three guitar amps

Figure 8: Stage layout, microphone placement and monitor locations at the Los Angeles Coliseum.

Drums: Charlie Watts

Four guitar amps

Two bass amps
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TDK

SUPER AVILYN NOW
MAKES OPEN REEL

GO TICE AS FAR.

1981 TDK Electronics Corp

Qi‘.’.*»_ \
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| 74

No doubt you've heard of Super Avilyn before. it's the remarkable formula-
tion that goes inte TDK's outstanding SA and SA-X audio cassettes and
Super Avilyn videocassettes. Now TDK's advanced Super Avilyn technology
has been applied to open reel.

It's called Super Avilyn EE (Extra Efficiency) open reel. SA was specially
developed for use with the new open reel decks with the Extra Efficiency
EQ/bias setting. On these decks, this brand new formulation actually lets
you record and play back at half the normal speed. And keep all the full,
brilliant sound the finest open reel delivers. Which means that you get
twice as much music from a single reel of tape as you could before.

This is due to the Super Avilyn high density formulation. It offers higher
MOL and lower bias noise; virtually double the coercivity of standard ferric
oxide tapes.

TDK, the company that's redefined the standards of recording tape,
now brings you twice as much as you expected. You'd expect nothing less

T ATDIK

For additional information circle # 43
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: sHowco:

doing the audio for

THE ROLLING STOMES

Tour at the LA, Coliseum

keyboards are direct injected, except for
the acoustic grand, where the primary
sound source is a Helpinstill pickup.
The mike on the piano’s high-end
picked up too much leakage, and was
hardly ever used. The sax is hard-wired
through a Sennheiser MD441 mike.
One brietf comment on the ’rophet
synthesizer: for some reason,on theday
of our visit it was putting something on

the line to the console that made the
vocal and bass limiters hum badly. The
limiters had to be disconnected, which
left noise gates as the only console rack
gear in service.

“[ never limit kick bass,” emphasizes
Jack Maxson, “and use only enough
system limiting to cut off the tops, so
nothing drastic can get to the speakers
and amps. There wasn’t much radical
EQ either — just about 12 dB bottom
boost on the kick. It really punched! Our
parametric EQ was set at about 60 Hz,
but it was in a shelving rather than
peaking position. For some reason it
works better than a broad peak,
although it really depends on the type of
place we're playing.”

#iNeutrik AG, Liechtenstein «c)Neutrik, 1980
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The snare was miked on the top and
the bottom with Shure SM-57s. IFor the
L.A. Coliseum performance, the top
microphone was sufficient to provide
the cutting power without all the snare
sound. Often that doesn’t happen, and
the bottom mike is needed to capturethe
actual snare timbre. The two tones are
mixed in varying proportions to achieve
the desired results.

The Los Angeles concerts included
three other acts on the bill with the
Stones: ’rince; George Thorogood and
the Destroyers; and J. Geils Band. Each
group broughtits own house engineer(s)
— no less than three for George
Thorogood’s performance — and, in J.
Geils case, the band also brought their

Table 1
MICROPHONE ASSIGNMENTS
for the
ROLLING STONES TOUR
1 High-Hat ECM-50
2 (open)
3 Overhead (/left) SM-81
4 Overhead (right) SM-81
5 Floor Tom SM-57
6 Rack Tom SM-57
7 __Kick Drum AKG D-12
8 Snare (bottom) SM-57
9 Snare (top) SM-57
10 High-Hat Spare
11 Vocal Spare
12 Mac’s Vocal SM-58
13 Ron's Vocal SM-58/Nady
14 Keith's Vocal SM-58/Nady
15 Mick's Vocal SM-58/Nady
16 Ron's Guitar MD-421/Nady
17 Keith's Guitar MD-421/Nady
18 Mick's Electric Guitar MD-421/Nady
19 Bass Direct
20 Bass RE-20/Nady
21 Yamaha Elec. Grand Direct
22 Wurlitzer Elec. Piano Direct
23 Prophet Synthesizer Direct
24 Acoustic Grand Helpinstiil
25 Acoustic Grand SM-81
(top end)
26 Mick’'s Acoustic Direct/Nady
Guitar

27 Saxophone MD-441
28 Lexicon Return
29 Mick’s Vocal SM-58

SUBMIX ASSIGNMENTS
Drums
All Vocals (Except Mick)
Mick's Vocal
All Guitars
Bass
All Keyboards
Saxophone

W N[O s IWw (N | =

Special Effects
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own monitor system. A 27-pair breakout
was employed that plugged into
Showco's junction box, and fed the
house console.

To save time between acts, drum kits
were pre-miked. When a kit and its riser
were slid into place, all that was
required was for one of the crew
members to change the connectors
around at the splitter box, and thedrum
set was ready to go. In fact, Showco is
leaning towards equipping all its tours
with two complete sets of stage
equipment, to avoid the nightmare of
tearing down and setting up between
acts.

Monitor Mixes

The two monitor engineers for the
tour were B.J. Schiller and Rusty Davis.
Why two monitor engineers? The
reason i+ quite simple, as wediscovered.
Indoor concerts feature a rotating amp
line and set, which literally blocks
Schiller’s line of sight from stage left for
several songs.

“l can see stage right most of the
time,”” he explains, “but the amp line
and drum riser move towards my gide of
the stage and faces away from me.
When that happens, I'm blind; I can’t
see much at all — just the very front
edge of the stage, and that’s it. If Mick,
let’s say, held his microphonein front of
one of the monitors, I wouldn’t be ableto
see it in time. I'd just hear feedback, and
not know what mike to mute to avoid

Monitor mixer B.J. Schiller at Interface Electronics console.

it.”

Randy Davis is located stage right,
and handles the keyboards and
monitors on the extreme right. B.J.
Schiller does all the overheads or fill
monitors, the monitors down front, and
everything stage left. Both boards
feature 30 inputs and eight outputs, and
are made by Interface Electronics,
Houston, Texas.

Showco feeds both of the monitor
boards with their own transformer
isolated set-up that was built about four
years ago. The company circumvents
the threat of gain loss at the

microphones by incorporating a
SESCOM 1-in/4-out isolation trans-
former into the design.

“It’s a setup where all our patches are
at the microphones,” says Schiller.
“The mikes are patched into one box.
We can take a parallel split from all
those mikes, and send it to one board,
plus take a transformer isolated split
and send it to four other places. We have
the ability to feed five mixing consoles
at one time with no gain loss.”

The monitor mix criteria is a
vocal/drum/guitar wash that shows up
in all the monitors. Mixes change

PROFESSIONAL STAGE MONITOR MIXERS

As a result of six years of experience in making professional stage monitor mixers and working with pro-
fessionals, Interface Electronics mixers are now widely used by professionals in the field who need some-
thing better and appreciate features of the latest version like modular plug-in construction, input channel
masters, solo to operator, transformer inputs with built-in splitter, color coded sends with equalizer in/-
out on each, and many options. 16 to 48 inputs. Write or call for more information. Interface makes mix-

INTERFACE ELECTRONICS
6710 Alder ® Houston, Texas 77081 ¢ (713) 660-0100

ers for all applications.
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utd doing the audio for

THE ROLLING STONES

Tour at the LA Coliseum
slightly from area to area, but basically
Jagger’'s vocal is on top; drums are
below that, and the guitar last.
Depending on the song, the mix may be
filled in with a guitar, sax or keyboard
lead. For the most part, the monitors are
dry; any effects are done in the house
feed.

Monitors at the ends of the runways
are primarily vocal, snare and kick.
Since Jagger is working so far in front
of the speakers, the signal from the
stacks is slightly delayed. That tends to
make him slow down, and work behind
the beat. He wants to be able to hear
himself in sync with the drums so he
doesn’t drag the music.

According to B.J. Schiller, “The mix
is pretty straight ahead, but [ wouldn't
say the job is easy. There is so much
equipment to set up that we havereally
never had a chance to tune all the
monitors and the PA for even an hour a
day.

“By way of an example, we started
setting up in the |Madison Square|
Garden at 8 a.m. The promoters open
the doors for the audience at 6:30 p.m.
At 7:30 we were still plugging in

they started the
show. If you tune anything, it's usuaily
with the crowd in the hall, which is
unprofessional, to say the least.

“In other words, the mix in the
monitors gets tuned up during the first
two or three songs of the show. That’s
what [ mean by a fairly hard job. If
we're way off base with the monitors,
then we take a lot of heat from the
band.”

When the luxury of time does permit,
Schiller’s EQ philosophy goes like this:
“I"ve had good luck walking around the
stage with Mick's vocal mike, and
voicing each one of the cabinets.
Standing in front of the tfloor monitors, 1
can use the crossover controls in the
back of the cabinets. The wedges are bi-

... Showco’s secret weapon

amped. The bass line has one control,
and the upper line has a mid and high
tune. | just walk around, and tune them
up until they sound real good with my
voice.

“I use a 31-band graphic EQ for my
problems. If the kick or snare sounds
*honky’ or ‘tubby’, I'll insert a graphic
on that particular channel. In most
cases | can get off using one or two
equalizers, and everything else is
straight ahead. [ have eight 1/3-octave
graphics, and two channels of a
parametric EQ. Rusty, at the other
board, has four 1/3-octave and four 1-
octave units.”

The indoor monitor assignments for
both boards are given in Table 2. The
eighth send for Schiller is used as a solo

COLLECTIVE
COMPATIBILITY

Possible applications include:

eInterface cassette and other copy
machines into recording and pro-
duction facilities at the proper

levels and impedances.

2 X 2 Leve

Now you can use your +4/+8dBm and — 10dBm equipment
together in perfect harmony. The VALLEY PEOPLE HH

I Matching Interface is a complete

two channel line amplifier/attenuator which
boosts — 10dBm signals to a nominal +4 or

+ 8 line level output or pads +4/ +8 levels by
14dB to avoid any potential overload problems at the input of — 10dBm devices.

To insure easy interface, XLR connectors are provided for line level gear, while both RCA phono jacks and a
S-pin D.I.N. jack are provided for consumer and semi-pro equipment connections. A rack mount is also available
so that you can mount up to 2 HH 2 X 2 units in a 19"’ space.

Sleepy Hotlo#

P 2X2 Leve :

hy Valley people, Inc.
-0 ds QUL

I Matching ipter

(] SET-T -

face
e
?ﬂé‘:_ :L_?;’;_ s B .

eInterface line level( + 4 or + 8dBm)
devices with the audio sections of
video tape recorders and video disc
players.

%_____m_.J-

-
ass (e ] """-_'l
*aur el

winm e tahes
I e

63 ™

.

far=
ins Lovollatey
i ddanm aom.

sUtilize consumer audio or budget
signal processing gear with line

level recording or broadcast =~ . P o D7 &/ ©
equipment. ' Ig’, d’ @ =3

Best of all the HH 2 X 2 is very - b .

affordable! Just ask the VALLEY
VALLEY PEOPLE, INC. &

PEOPLE dealer near you.
a merger of ALLISON RESEARCH & VALLEY AUDIO

R-e/p 78 0O December 1981

For additional information circle # 46


www.americanradiohistory.com

Table 2
INDOOR MONITOR SENDS

B. J. SCHILLER:

| - Hanging filis in front of stage.

2 - Hanging fills an sides of stage.

3 - Three centaer stage floor monitors
up front:

4 - Keith Richards monitors stage left.

5 - Charlie Watt’s drum mix.

6 - Two floor monitors in front of
drum kit facing the audience
(Mick’s mix).

7 - Ernie Watt’'s mix (sax).

8 - B.J.'s solo send.

RUSTY DAVIS:

1- Two floor monitors at extreme
stage right.

2 - Two floor monitors upstage right.

3 & 4 - Four floor monitors that
actually hang over the very
back of the stage.

5 - lan MclLagen’s keyboard mix.

- lan Stewart's keyboard mix.
7 - Monitor in the scissors lift.

at his board, so that he can hear what
any of the microphones sound like. The
mikes can be “tuned in” without the
band being subjected to the process.
Davis’ seventh mix goes to a scissors
lift, an industrial device that raises up
about 25 feet. The lift resides at the very
back of the stage and sports a platform
and handrail. One monitor sits on that

in the event a band member wants to
step on to the platform, and “ride it into
the air to give a thrill to the audience in
the back of the hall.”

The monitor system uses seven amp
racks, similar to the ones in the main
system. The only deviation from that
format is the floor monitor racks, which
use four Crown DC300s and drive the
floor wedges. (These wedges also utilize
the crossover card-rack setup found in
the house system.) Inside the slants are
JBL. components: one K- or E-140, one
2482, and two bullets crossed-over
passively.

The pyramid cabinets positioned
down front, and as side fills, are
powered by three racks of a DC300/PSA
combination (or they may be all 300s or
PSAs, because the amplifiers are
interchangeable). The two Showco S-4
cabinets, containing four Gauss 12-inch
bass, four JBL K-100 low-mid, two E-V
DH-1012 mids, and four JBL. 2402 high-
frequency drivers, each run off of arack
with three DC300s wired as though they
were driving the pyramid cabinets. To
summarize the monitor; that's five
racks with three amps each, and two
racks with four amps apiece.

* ok ¥

Subjective Assessment
of Sound Quality
Before closing, I'd like to make two
observations that I feel are important in

the context of this article. While
standing in the mixing hut, located
about 200 feet from the stage apron, [
was quite irritated by very sharp, and
penetrating portions of the live
program material being generated by
the opening acts. So loud was the music
that 1 couldn't understand what
someone was shouting in my ear. Upon
moving no more than one foot to my left,
the sound decreased to a reasonable
level where 1 could carry on a
conversation in a loud voice. Repeating
this motion of stepping on and off the
sound axis substantiated my original
conclusion regarding the beaminess of
the system.

Throughout the day of my visit, l also
took a walk around the L.A. Coliseum to
obtain an overall picture of the sound
quality. Although the material was
fairly well balanced at the mix position,
and for most areas on the field, the
clarity left much to be desired. As I
walked off the field and up into the
seating area, the bass diminished
almost to being non-existent.

In all fairness, I have to include the
fact that the acoustics of that particular
Los Angeles venue are poor, at best, for
loud concerts. Also, with such a hectic
touring schedule, the opportunity to
apply acoustic controls was practically
non-existent. I did not hear the system
in an enclosed, and presumably,
controllable environment, but I'm sure
the quality was much improved. OO

No doubt you’'re familiar with Dyna-Mite, our incredibly successful do—
Now, there’s Dyna-Mic ...
interfaces anything to everything, mixes and equalizes to boot!
Consider lhe two independent inputs ...

everything machine.

equally incredible.

no ordinary circuits here.

Trans-amp’ technology to yield transformerless brilliance to all input sources .

ments, semi-pro outputs or studio line levels.
optimize amplifier parameters to any of these.
Mixing controls and front panel switches allow complete routing
either or both inputs may be passed through the EQ section. Here, the 3 EQ frequencies are tailored to

freedom ...

Rear panel switches

- DYNA-MIC"

We modified our revolutionary
.. microphonés, musical instru-

DYNA-MITE"

is

musical centers (44Hz, 880Hz and 3520Hz), with + /— 14dB EQ available in each band.

Even the outputs are special.

driving instrument amplifiers or Hi/Fi equipment.

Optimum level interfacing is provided not only for feeding studio gear, but also for

Visual overload indicators, phase reverse switching and patchable insert point complete Dyna-Mic’s superb and
thoroughly professional signal path.

Now, the package. Fully self contained and highly portable. Connections are made via pro type tip/ring/sleeve
connectors for quick and sure connections to guitar plugs as well as studio patch cables. Combine one Dyna-Mic

and one Dyna-Mite as shown, and you have a package that can do about everything that can be done to sound
..in style!

"@ e‘“ﬁf‘*aca

¥a j.t}'
People

Inc.

P.O. Box 40306/2820 Erica Place  Nashville, Tennessee 37204  615-383-4737

Exclusively Exported by: Gotham Export Corp., New York, New York.
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SOUND INSULATION & ISOLATION OF

FLOATING FL-OORS

PRACTICAL ENGINEERING for

WOOD and

by Michael Rettinger
Consultant on Acoustics

A floating floor may be defined as a
surface structure that is separated from
the main horizontal structural base of a
building by means of elastic elements,
such as cork pads or springs, through
which little force can be transmitted.
Floating concrete or wooden floors in a
noise or vibration sensitive room serve a

CONCRETE

dual purpose. First, they reduce the
transmission of acoustical disturbances
from the enclosure to an adjoining lower
space; and secondly, they attenuate the
transmission of such signals from the
lower enclosure into the upper one.

For the effective vertical isolation of
sound vibration, the interposed compliant
element must be properly loaded. When
overloaded, structural safety measures
may be infringed upon, reducing the life of
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Figure 1: Dimensions and Internal Structure of Floating Wood Floor.

L =length of room, in inches.
L’ = length of floor, in inches (=L-2).
L"” = distance between outside joist

centers, in inches (=L-5).

| = distance between 1- by 3- by 3-inch elastic pad centers and joist centers.

W = width of room, in inches.

W’ = distance between outside elastic pads along length of joists, in inches

(FW-5).

w = distance between pads along iength of joists, in inches.

W = length of floor joists (=W-2).

« N = number of joists (=L"'/1+1=(L-5)/1+1).
Nw = number of pads per joist (=W'/w+1=(W-5)/w+1).

N = total number of pads

(=N Xnw=[(L-8)/1]X[(W-5)/w+1]).
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the resilient support; when underloaded,
the coupling between the floor and the
structural slab of the building will be too
great, with the result that the isolating
part becomes ineffective as a force
reducer.

In genaral, the cut-off frequency of the
system’s mechanical low-pass filter
should be determined in relation to the
exciting frequency of the vibration
generator. The filter frequency is given by:

£=3.13/./d=5.26//D

where d = static deflection of isolator
when loaded, in inches.

and D = static deflection of isolator
when loaded, in centimeters.

For the filter to be effective, its cut-off
frequency should be at least half and
preferably one-quarter of the excitation
frequency. Thus, a motor with a 600 RPM
rotary speed has an excitation frequency
of 10 Hz.

To achieve a low cut-off frequency the
static deflection or compression of the
elastic pad on application of the load must
be large. Hence, in such cases the pad
should be thicker than 1 inch. A 4-inch
thick pad will provide haif the cut-off
frequency that a 1-inch thick pad for the
same load on the elastic unit, since this
frequency is inversely proportional to the
square root of the static deflection.

When the air between a floating floor
and the lower structural slab has no ready
means to escape, the stiffness of the air
can raise the cut-off frequency of the low-
pass mechanical filter somewhat,
depending on the mass per square foot of
the floor, and the thickness of the air
space. This resonance frequency is given
by:

f:=170//Ms=60/+/M’s’

where M = surface density of the floor,
in pounds per square feet.

M’ = surface density of the floor, in
kilograms per square meter.

s = thickness of air space, in inches.

s’ = thickness of air space, in meters.

The combined resonance frequency of
the mechanical system due to two
“springs’”’ — the elastic pad and the air —

is given by:
F=\/{f"+fy")

The effect of the air stiffness can be
reduced by providing air escape holes in
the floor, preferably along the perimeter of
the floor in the form of slits.

It may be noted that pneumatic isolators
are available that can have a resonance
frequency as low as 1 Hz, for cases where
extremely low filter cut-off frequencies
are necessary.

Floating Wood Floor Design

Consider the example of a studio 24
foot wide and 30-foot long, which is to
have an elastically supported wood floor.
Referring to Figure 1, the floor joist length,
W, becomes 24X12-2=286inches, ifa 1-
inch thick elastic sealer (such as an
asphalt-impregnated fiberglass board) is
to be installed around the perimeter of the

s
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For the second year in a row, Bose
was chosen as the Official Sound
Source for ChicagoFest, the na-

tion's largest outdoor music festival.

Over 250 Bose 802 Loudspeakers
in sixteen locations were used to
bring twelve days of continuous
live music to almost a million
listeners.

The power and clarity of Bose 802
speakers makes them ideal for
use in demanding applications like
ChicagoFest. Stacked 802 arrays
have the projection and bass
response you need for your
demanding application, without

the problems of conventional

bass cabinets and horns. And their
exceptionally rugged design lets
them withstand years of heavy-
duty use.

The producers of ChicagoFest
have come to rely on the outstand-
ing performance of Bose 802
Loudspeakers. Visit your autho-
rized Bose Professional Products
dealer soon, and find out why Bose
should be your Official Sound
Source.

Covered by patent rights issued and/or pending
802 speaker design is a trademark of Bose Corporation
© Copyright 1981 Bose Corporation.

www.americanradiohistorv.com

THE OFFICIAL

INFORMATION

r

_MIOSE

CHICAGU¢ £EST

STATION

Bose Corporation, Dept. REP
The Mountair
Framingham, MA 01701

Please send me a copy of the
Bose Professional Products Cata-
log and a complete list of autho-
rized dealers.

Name_
Address

City _
State Zip

Telephone ( )
L

Better sound through research.
December 1981
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The New Mike Shop

- MORE THAN MIKES ...BY MAIL

Backed by service before
and after you buy

the mike shop

PO Box 366C  Elmont, NY 11003

(516} 437-7925  Telex: 221522 OMINI

Used recording equipment
fs a better buy.

And the best buys are at Sye Mitchell Sound.

LOWER PRICES: We're not a dealer,
we're a broker. Without all the high

costs of running a dealership, we're
able to sell used equipment for

less money.

You see, we don’t have money tied
up in inventories, warehouses, and
showrooms. So, unlike dealers, we
don’t have to inflate our equipment
prices with a lot of overhead. We
simply don’t have that overhead.
That's why YOU SAVE MONEY with
Sye Mitchell Sound.

LARGER SELECTION: We currently
offer overtwo million dollars worth of
used recording gear, including 43 con-
soles and 45 multitrack tape machines.
We're not limited to just a few brands;
we have consoles, tape machines,
microphones, and outboard gear
from every major manufacturer. And
we're constantly searching for more.

BETTER SERVICE: Buying from us is
easy. We arrange for shipping and
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insurance, and handle other details
foryou. And if you're not sure which
gear is right for you, call us for help.
We'll gladly make recommendations
tailored to your needs and budget.

More services: We put together
complete studio equipment packages,
from 8 track to 24 track. We do custom
installations and wiring. We can even
help with your studio design.

FREE EQUIPMENT LIST: Our regu-
larly published used equipment list
will be sent free upon request. Call or
write today.

SYE MITCHELL SOUND COMPANY, INC.
22301 Cass Avenue

Woodland Hills, California 91364

(213) 348-4977

» All equipment available for inspection

» Financing available

» We ship anywhere in the world

» No order too small

Also available: Rare TUBE microphones,
mastering equipment, video, and support gear.
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THE SOUND INSULATION AND
ISOLATION PROPERTIES OF
FLOATING FLOORS
Practical Designs in
Wood and Concrete

floor. Joists along the width of the
enclosure are preferred over the length
because they may be shorter. Also, for
good joist support, elastic pads are to be
placed at the ends of the joists, thereby
avoiding cantilevering the floor around
the perimeter. The resilient supports are
assumed to be 1-inch thick, and 3- by 3-
inches in cross-section. For equal
spacings of the pads under the joists, this
distance of separation, w, when divided
into W’ (the center-to-center distance
between the outside pads) must be a
whole or integral number, n,, as shown
below:

n, w=283/n,

8 35.36
9 31.44
10 28.30
1 25.73
12 23.58
13 21.77
14 20.21
15 18.87
16 17.69
17 16.65
18 15.72

The distance w, in inches, is generally
selected in terms of the total load that is to
be carried by the floor; the greater the
load, the shorter the distance. In the case
of I-beams, with their higher rigidity over
wood joists, this distance w may be made
greater.

The required number of pads under the
joists,N,, is one unit larger than the
selected n,, because of the specified end
supports of the beams. Thus, if 23.58
inches was selected forw, N, =12+1=13
resilient mountings per joist.

The number of floor joists, Ni, may be
determined similarly to the number of
pads under these beams. Since the
center-to-center distance, L', between
the outside joists along the length of the
room equals 30 X 12 -5 =255 inches, the
possibie integral spacings, n,, between
joists are shown below:

n. 1=255/w,
8 31.87
9 28.33
10 25.50
1 23.18
12 21.25
13 19.61
14 18.21
15 17.00
16 15.93
17 15.00
18 14.17

Again, the total number of joists, N, if
there is to be a beam at each end of the
room along its length, is one greater than
n.. Thus, if we select a 17-inch spacing
between joist centers, the total number of
joists, Ni. = 15 + 1 = 16 joists.


www.americanradiohistory.com

60 TTTTY
Type A
Type C
Vi
50
/ 4 LTI
z y ,p Type E
o3 ARRNL]
o2 40 Type G
s 4 AT
mé / / Type |
o3 / T et
£330 7 he
a0
i'u-) c
o s / _|Type Q
g ©
£ 20 g /I
z A
- V.
/ .
10 y.4 o V1 Type R
/ & 1L
d / 4 AP 4P 1] | ] 1]
1 714 - — Type S
3 [ 11
01 0.2 0.5 1 2 5 10 20 50 100 200 500 1000

STATIC LOAD (pounds per square-inch)

Figure 2: Static deflection of elastic 1-inch thick fiberglass pad on application of load
in pounds per square inch, for types of Peabody Noise Control Company isolators.

The total number of pads is N.XN; =13
X 16 = 208.

The total pad area is 208 X 9/144 =13
square feet, or 1,872 square inches.

tf the load on the floor is to be 100
pounds per square foot, the total load, M =
24 X 30 X 100 = 72,000 pounds. The load,
k, on the pads per square inch 1is
72,000/1872 = 38.46 pounds.

Such a load calls for a Peabody Noise -

Control Company Type Q pad fora 0.125-
inch static deflection to achieve a

3.13/4/0.125 = 8.85 Hz low-pass filter
cut-off frequency for the mechanical
system if the excitation frequency is 30Hz
(1800 RPM) — refer to Figure 2.

Floating Concrete Floor Design
The design of a floating concrete floor is
very similar to that of the floating wood
floor described above. Instead of applying
2- by 6-inch T&G timber planks to the 3-
by 4-inch or 3- by 3-inch floor joists, a
1/2-inch thick sheet of external plywood

is natled to these joists. Alternatively, the
3- by 3-inch elastic pads can be cemented
directly to the underside of the plywood,
using center-to-center spacings evalu-
ated in the manner detailed above. A
sheet of 0.005-inch thick Mylar or other
plastic is laid on top of the plywood, to
prevent the infiltration of moisture from
the concrete into the plywood at the time
the material is poured. A 1-inch thick
sealer is also cemented to the walls along
the perimeter of the plywood, to prevent a
structural connection between the
concrete floor and the walls or the
foundation of the room.

If the example room for the floating
concrete floor is also 24- by 30-foot, and
loading of the concrete plus any
machinery on it comes also to 100 pounds
per square foot, the same type of isolation
pad can be employed that was calculated
for the wood fioor with the same load. It
becomes important, however, to heavily
reinforce the concrete floor with steel
rods. The floor is not lying on a solid flat
surface, but is supported only at intervals,
which may lead to cracks and fissures
without the presence of reinforcing rods.

For studios, the concrete floor is often
covered with a layer of 1/8-inch thick
Epoxy, particularly for TV studios. This is
for the reason that the floor of such a
studio is often painted with a water color
paint for scenic reasons; without the
Epoxy, it is difficult to wash this paint off
without leaving a stain on the untreated
porous concrete. ooo
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instruments, inc.
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Disk Recording Technology

IS THERE LIFE AFTER

|

e

!

y Al

|

by NEIL BRODY

l

THE END OF THE ANALOG DISK ?

Ever since the advent of analog tape recording, we have been hearing various predictions regarding the
death and “certain demise” of the conventional phonograph record, still the most popular means of
storing and reproducing audio information. Today, with digital recording in wide use at studios
throughout the world, and the binary-encoded digital disk seemingly right around the corner, the death
knell for the analog disk is again being sounded.

This article, which takes the form of a symposium-style interview, conducted individually with several
of America’s top disk-mastering engineers, attempts to determine exactly what is the state-of-the-art in
disk mastering today, and where it might be heading tomorrow. Those interviewed were: Larry Boden of
JVC Cutting Center, Los Angeles; Terry Dunavan formerly of Elektra Records, L.A.; Greg Fulginiti of
Artisan Sound Recorders, L.A.; Brian Gardner of Allen Zentz Mastering, L.A.; Bernie Grundman of A&M
Records, L.A.; John Golden and Bill Lightner, of Kdisc Mastering, L.A.; Bob Ludwig of Masterdisk, New
York; George Marino of Sterling Sound, N.Y .; Ken Perry and Wally Traugott of Capitol Records, L.A.; and
Doug Sax of The Mastering Lab, L.A.

Today with so much existing
technology already available for the
recording and mass production of a
wide range of audio products, and
various new systems being developed
and perfected all the time, the question
of which technological formats will best
suit the demands of an ever changing
consumer market becomes increasingly
more challenging and confusing as
more new options become available.

“Ever since I got into the industry in
1965,” says Doug Sax of e
The Mastering Lab, “I've
heard rumors that the
phonograph record will
be no more. There have
always been rumors of
its death, yet in its pre-
sent form the analog
record is still a very musical medium —
with all its faults.”

Bob Ludwig of New York’s Master-

e | disk agrees: “I believe
l that the analog disk,
i which has been around
for a very long time now,
still has inherently the
greatest storage density,
and the possibility of

. containing more bits
per square centimeter than any other
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existing storage medium. You don’t
need parity checks, and it’s amazingly
accurate; it’s something that will
always be reckoned with. If some-
thing better were to come
along I'd be all for it,
despite how I make my
living.

Bernie Grundman of
of A&M Records sees
digital’s real advantage [§
from a mass-production &=
standpoint: “In the end, it’s going to be

— the author —

Neil Brody is an independent
engineer/producer whose career has
spanned over 11 years in the
recording industry. Formerly a disk-
mastering engineer with United
Artists Records, he went on to
become chief engineer at the Village
Recorder in West Los Angeles, before
turning independent in 1977. His
recording and mixing credits include
Neil Diamond, Carly Simon, The
Band, Devo, The Jacksons, Helen
Reddy, and many others. Brody is
also the recipient of two RIAA Gold
and two Platinum albums, as well as
an Ampex Gold Reel Award.
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a digital disk, because it holds the prom-
ise of making a disk that has no noise
and no wear.

“While I think analog sounds a little
better now, digital sounds more defined,
but more ‘lifeless.” Digital will sound
better after going through the pressing
process, because in analog there’s a
significant loss, no matter who presses
it. Even the finest pressing has a certain
loss of quality from the lacquer disk; it’s
inherent in the process we use. With the
digital disk, we have the possibility of
putting out a product that is closer tothe
master tape than anything we have
ever mass-produced before.”

The possibilities seem endless. As
George Marino of New
York’s Sterling Sound
envisions it, “At some
point in the future, I see
placing a call to some
subscription audio out-
fit that “will furnish
music to our homes over
the telephone lines. Or we might pur-
chase a tiny computer chip that has all
the audio information already imprint-
ed on it.

“I’'m really excited about the
possibilities of the digital disk. But we

... continued overleaf —
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Our considerable
experience in the field of
equalisation coupled with a
philosophy of continual
research and development
has enabled the realisation
of a range of high quality
Graphic Equalisers which
have become standard tools
for correcting room acoustics
and offer the solution to
tricky equalisation problems.

The latest Klark-Teknik
equalisers incorporate scale
switching which facilitates a
fine resolution for small
adjustments and yet rétains
full boost and cut when
required. Construction is to
the highest standard using
selected components and all
units are rigorously bench-
tested and aligned before a
burn-in period and final
music test.

Tl

DN22 GRAPHIC
EQUALISER

i

It

The DN22 is a dual-
shannel Graphic Equaliser,
2ach channel having 11 filters
providing up to 12dB boost or
cut at 11 centre frequencies,
covering the entire audio
spectrum. Separate low and
high pass filters are provided
on each channel giving 12dB
per octave attenuation above
and below tleir respective
turnover frequencies.

The DN22 offers an
extremely wide dynamic
range and negligible channel-
to-channel crosstalk.

DN2% A GRAPHIC
EQUALISER

[

The DN27A is the
successor to the widely
acclammed DN27. 1t is a Yard
Octave Graphic Equaliser,
providing boost or cut of ud
to 12dB at 27 1.S.O. centre
frequencies covering the
entire audio spectrum.

The equaliser filters ire
of computer-aided design end
consist of actively-coupled _.C.
networks of the ‘minimurm
phase’ type. The inductors
have precision-ground ferrite
cores and coils wound to
extremnely tight tolerances.

For further information on our complete range of professional audio
equipment ans application details telephone (516) 243-3660

Klark-Teknik Electronics Inc.
262a Eastern Parkway, Farmingdale,
NY 11735, USA. T2lephone: (516) 249-3660

DN30/30 GRAPHIC
E(QUALISER

TS

A e -

The DN3G/3C Stereo
Graphic Equaliser represents
a breakthrough in equaliser
design, giving tvzo “hannels of
full vsrd octave =qualisation in
one compact urit. (n addition
to saving on rac< sJace the
DN30/30 also mears a
coasiderable fir ancial
saving for anyone requiring
stereo system equélisation.

All-new c rcuitry
developed spectificilly for the
DPM30/30 uses ultra-stable
N.I.C. minimum phase,
combining filter networks to
give unequalled performance.

Klark-Teknik Research Limited
Coppice ‘Trading Estate, Kidderminster, DY11 7H.
England. Telephene: (0562) 741515 Telex: 339821

Omnimedia Corporation Limited
9653 Cote de Liesse/Dorval, Quebec HIP 1A3, Canada.
Telephone: (514) 536 9971

For additional information cjrcle 8 52
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face basically the same problems of
standardization that the videodisk is
facing now, and it will take some time to
work that out. It seems that it will be
solved in time, although I still think the
analog disk is a tremendous storage
medium, and that its universality and
compatibility are a big plus.”

As John Golden from Kdisc see it, we
need to be cautious about dismissing
analog completely:“The
| analog disk is obviously
# onitswayout,butnotas
fast, perhaps, as some
people think. Keep in
mind that there are still
a lot of countries in the
world that haven’t yet
advanced to electronic phonographs;
they’re still using manual windups.
They have along way to =
g0 no matter where we
are.

According to The JVC
Cutting Center’s Larry
Boden, “It’'ll take the
analog disk until the
end of the century to 2
really die out. I'm looking forward to
digital disks, and I think that they’ll be
a big improvement over what we have
now.”

Wally Traugott of Capitol Records
o . forsees that, ‘“‘event-
ually things are going
to change. The disk as
we know it might be on
its way out, but to get
everyone in the world to
change their hardware
over to laser systems is
going to take a little while yet.”

“People aren’t content today with Just
s1tt1ng down and listen- pr
ing; they want to see it
as well,” offers Brian %
Gardner of Allen Zentz [
Mastering. “I  would
think in the next five to
ten years we’ll see a |
major turnover in the

record business to include video, It
would have to.”

A point with which Terry Dunavan of
Elektra Records (picture unavailable)
agrees: “Videodisk is probably where
the industry is headed. The price of a
videodisk will prove to be very compet-
itive with a record — maybe six dollars
or so more.”

The Superiority of Digital

While all the mastering engineers to
whom we talked acknowledged the
inevitable preminence that digital
sound will play in the audio future,
many of them expressed certain
reservations about its suitability and
value at its current stage of develop-
ment.

“One of these days,” Ken Perry says,
“digital is going to get sorted out. The
areas that need worklng —
on are increasing the
sampling rate, and filter
design. | hear a ringing
and definite ‘graininess’
on the top end, caused
I’'m sure by the filters.
One of digital’'s great 1
advantages is that when cutting disks
from digital material, even after
repeated playbacks, you get absolutely
no degeneration of the master tape.

“If you have many sets of parts tocut,
like we did with Bruce Springsteen’s
The River album — 326 sides one-at-a-
time — you can cut part after part with
no degradation or wear. Analog tape
would have worn out after about 50
sides.”

Economic as well as aesthetic factors
appear to play an important role in
digital’s overall acceptance.

“The digital systems that I’ve worked
with have had a lot of breakdowns,”
recalls Bob Ludwig. “We have had such
severe dropouts, after playing the tape
S0 many times, that the system could
not recover from them. We had to
recreate new master tapes from the
original mix masters in order to
continue. Consequently, digital has
cost the studio thousands of dollars in
downtime that we could not bill to the

have been made available for CD release.

rotating disk.

DIGITAL DISK FORMATS

Currently, there are three digital disk systems and one digital “fixed card” system being
developed, all of which are incompatible with one another. So far there has been no
agreement. as to the establishing of an industry “standard” between the competing
companies; the ensuing battle will probably be decided by market forces.

The Compact Disc from Sony/Philips gives every appearance of emerging as the most
popular digital format. The CD hardware comprises a 43-inch diameter 16-bit disk that is
read by a laser optical pickup; it has a one-hour playing time; a signal-to-noise ratio,
dynamic range and channel separation of more than 90 dB; and a frequency range of 20 Hz
to 20 kHz. Physical wear over the lifetime of the disk is said to be immeasurable. The CD
format is expected to be released to the Japanese marketplace as early as the Fall of 1982.
At least 30 companies in the U.S., Japan and Europe have already been licensed for the
production of CD audio disk players, and, according to Sony, a few hundred titles already

Other formats vying for the digital home market are Telefunken/Teldec’s MiniDisk
(MD), which is digitally-encoded but not laser read; JVC’s Audio High Densitv Disk (AHD)
based on and compatible with the company’s Video High Density Videodisk, and due to
appear in the U.S. in mid-1982; and DRC-Soundstream’s stereo digital player, which
utilizes laser tracking to “read” digital information stored on a fixed card, rather than a

0oo
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client.”

As for the aesthetics of digital sound,
Ludwig says, “Sometimes digital can
sound larger than life; even more
detailed than what you sent toit.Idon’t
like the top-end response compared to
analog, especially on complex wave-
forms like brass. Strings seem to have a
harsh sound...thedifference between a
Stradivarius violin and a regular violin
in real life is not much more than phase
differences and upper harmonics — it’s
pretty subtle. I'd be curious to know ifa
digital recorder would show those
differences.”

Adds fellow New Yorker George
Marino: “expense can be a real problem
with digital. Our experience, and those
we talked tousingitin the studio, is that
there’s been a tremendous problem with
downtime as opposed to analog. If a
machine goes down during a session —
mixing or otherwise — you could lose a
spontaneous performance, and it can
ruin the whole attitude.

“As far as straight-ahead quality of
quietness, frequency response and
transient response, digital seems to
surpass analog. It must, of course, be
mixed and recorded properly. But there
is a coloring difference in the top-end of
digital that sounds somewhat artificial.
It might even be that it’s more correct
than what we are accustomed to
hearing.”

Digital convert Larry Boden says
that he prefers digital to analog:
“Certain systems have problems with
dropouts, etc., and it’s our policy that
when you cut with any digital system
other than JVC — because we feel that
ours does not exhibit those problems —
you pay for all the lacquers that are
blown due to a malfunction of digital
tape or the machine. In order to cut two
sides on one project here we blew 26
lacquers.

“As far as the complaint that many
people have about the top-end of digital
not going up as nigh as analog, that’s
true. You take a Studer A-80 or Ampex
ATR-102 Y%-inch and it’ll record a lot
higher than digital; there’s no question
about it. On some digital material you
may hear the absence of anything
above 22 kHz — overtones and rings
that are important. I don’t think that’s
much of a problem anymore, although it
was when digital first came out. To be
practical about this now, we’re making
records for people. not Doberman
Pinschers!”

Doug Sax, however, admits to not
being a digital advocate: “The more I

> work with it — and

we’'ve done several dig-
ital projects at The
Mastering Lab — the
less happy I am with it.
Digital really loses low-
level information, echo,
- and room ambience. It
sounds typlcally ‘harsh’, and there’s a
lack of ‘air’, and ¢ dryness to the sound.
There’s enormous phase shift from
1 kHz upin the top, and a ringing of the

Hill Lightner of Kdisc
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Look to Lake for Pro Audio
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Broadcast Electronics
Fostex

LPB

Neotek

Neve
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Shure

Soundcraft
Spectra Sonics
Tapco
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UREI
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Industrial Research
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JBL

RTS
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Spectra Sonics
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TOA
Yamaha

Loudspeakers
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Electro-Voice
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Soundolier
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Reverberation
& Delay

Equipment

AKG
Fostex
Industrial Research
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Lexicon
MXR
Orban

Tapco
UREI
Yamaha

Tape
Recorders
Ampex
Ampro/Scully
Broadcast Electronics/
Spotmaster
Denon
Fostex
Otari
Sony
Soundcraft
Studer/Revox
Technics
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Tape
Duplicators

Otari
Sony

Equalizers/
Compressors/
Limiters

Audio & Design
(Recording)

dbx
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Fostex

MXR

Orban
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Spectra Sonics

Tapco
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UREI

White
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Power
Amplifiers
BGW

Crown

JBL

McMartin

RTS

Spectra Sonics
TOA

UREI

Yamaha

LAKE

LAKE SYSTEMS
CORPORATION

55 Chapel Street
Newton, MA 02160
Tel (617) 244-6881
TWX: 710 335-1639

127 Washington Ave.
North Haven, CT 06473

Tel: (203) 239-4991

Microphones

& Accessories
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Sennheiser

Shure
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Wireworks cables
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Headphones
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Sennheiser
Sony
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Amplifiers

Audio & Design
(Recording)
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Phonograph
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QRK
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Technics
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Ericcson Centrum
Faraday/Teletalk
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Neve

RTS

Sennheiser infra-red
TOA

Tape
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Ampex

Fidelipac broadcast
cartridges

3M/Scotch

Sony videotape

Test Tapes

Ampex

Fidelipac test carridges

MRL (Magnetic
Reference Laboratory)

STL (Standard Tape
Laboratory)

Tape
Accessories

Ampex head cleaner
Annis head
demagnetizers
Audiolab bulk erasers
BTX SMPTE
synchronization
Empty reels and boxes
Fidelipac cartridge
adjustment tools
Lexicon 1200
Time Compressor
Ruslang consoles
VIF reel holders
Xedit/Editall
splicing blocks

Audio
Accessories

ADC patching
equipment

ESE digital clocks

Ivie

LSC Wired Patch Panel

Switchcratt

Trompeter

Commercial &
School Sound

Bogen/Tech-craft
Soundolier
TOA

Installation

Hardware
Racks Cable

& Cabinets Andrew
Amco Belden
Anvil Columbia
ATS Mohawk
Bud West Penn
Emcor

Home

Soundolier
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filters that doesn’t exist with analog.
Thirty IP'S tapes at any good studio go
out to 10 ktz With digital, the top end
runs mto a stone wall at 22 kliz.

“Many of our customers came in with
digital tapes, appreciated what it did,
learned to not like what it didn’t do, and
have since gone back to analog. There's
also an increasing faction in the
audiophile consumer market that's not
enamored with the sound of digital.

But Sax does concede that “the
Compact Digital disk with all its faults
will be more viable, more frightening,
and more competitive than anything
the analog disk has ever had to face in
the last 30 years. The stiffest
competition the analog disk faced in the
past was the pre-recorded tape, and it
has been equal to that task. Now, it's
going to have to withstand a 90 dB
system that is scratchless and
noiseless, with a wide frequency range,
and it's got to bite into analog’s sales.”

“If'I could find a way to use digital for
the bottom-end and analog for the top-
end,” says Terry Dunavan, “it would be
the best overall sound possible. Digital
is great on the bottom, but the top lacks
‘luster’ and ‘air’. In order to get the top
right on digital you have to EQ the high-
end a lot.”

Wally Traugott forsees digital really
happening when manufacturers perfect
and extend the high-frequency response
of recorders: “On every digital tape I've
ever done, [ always wantto add some 15
or 20 kHz equalization to give it some
air. But the bottom-end response of
digital is phenomenal. Recently,
Capitol did a digital and simultaneous
direct-to-disk of Doc Severensen, and
the digital just didn’t compare. It was
clean and super quiet, but you don't
have that airy feeling that makes it all
seem live.”

“Digital is very clean and trans-
parent sounding — it’s almost too
clean,” says John Golden. “The fact
that we've always heard background
noise in the past might be the reason
that digital sounds somewhat unna-
tural to us now. ] really think that
digital is the inevitable recording
medium of the future.”

Bob Ludwig also has noticed a
difference in the top- and bottom-end
response with digital: “Bass frequen-
cies are sampled some 400 times per
waveform, whereas the high frequen-
cies are only sampled once or twice per
waveform. The bass resolution is
incredible with digital, but the top end
on good analog is wonderful.

“A lot of times when making two-to-
two digital copies, I have the feeling
that the copy sounds different, but I’ve
never been able to pinpoint it. I think
it’s because of the error-correction
schemes that are built in all the digital
systems to handle dropouts. Of all the
digital systems I've worked with,
including Mitsubishi and Sony, I like
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the JVC best.”

Larry Boden has also had good
experience with the JVC system. “We
copied an original digital tape for a
client . . . then we copied the copy . ..
then we copied that copy, and so on. We
went 10 generations of copies, and the
client couldn’t tell the difference. It's an
astonishing process, and ideal from a
label or record buyer's standpoint to be
able to send out absolutely perfect
clones of everything, so that the tape in
the U.S. is the same as in France,
Austria, and Japan.

“Another advantage of digital is for
those labels who have large analog tape
libraries. They should look into
transferring their analog tapes on to
digital, because it doesn’t disintegrate
like analog. There are some wonderful
old analog tapes where the oxide is
literally falling right off.”

And, just when you thought it might
be safe to go digital, according to Bernie
Grundman, “Digital sound is more
defined, but more lifeless than analog.
Analog has cleaner low-level informa-
tion, echo and ambience. We've found
as yvou go down generations with
digital, it gets worse.”

An Ideal Analog Format —
Half-Inch Two-Track

Almost all the cutting engineers to
whom we spoke were in agreement
when asked which analog tape format
they would recommend for optimum
quality sound.

“Personally,” says Capitol’s Ken
Perry, I like half-inch two-track, 30
IPS, with no noise reduction. I've had
several producers come in and do a
reference disk from quarter-inch tape
and a halfinch two-track, and then
compared the two. Everyone that’s done
it has gone with the half-inch: It is
quieter, more transparent, has more
depth, and a bigger sound.

“While I'm very fond of the top-end
you get with half-speed mastering, on
just about every project 1’ve heard cut
that way I don’t like the bottom-end. We
do 90% rock and roll, and the bottom
octave seems to recede with half-speed,
plus I hear more wow and flutter. We are
also so busy here I wouldn’t want todoit
anyway; our production time is too
critical.

Bob Ludwig agrees: “For me, all
things considered, half-inch two-track,
30 IPS, no noise reduction is the
optimum quality. It gives an extremely
smooth, extended, warm sounding top-
end. The bass is adequately good,
although not as spectacular as digital.”

As for half-speed mastering, Ludwig
claims that “clients who have had
projects cut both ways are never so
knocked out that they want to cut their
next record half-speed. Also, you have
to go to an equalizer that halves the
RIAA and NAB curves, and you end up
having to boost a lot of bass, which
usually means ringing on the low-end.
It’s a trade off; the low-end punch is
lacking, while the transient response is

WWW americanradiohistorv com

better. You also need half-speed cards
for Dolby or dbx, and tape machines
that normally roll off at 50 Hz are now
rolling off at 100 Hz, and the program
material suffers. I would only
recommend half-speed cutting for
material that is extremely high
transient in nature, like percussion
music with brake drums being hit by
metal hammers — those kinds of
transients.”

Greg Fulginiti prefers 30 IPS, non-
Dolby half-inch, two-track, “because it
has more depth, more
density, more ‘dimen-
sionality’ . . . better low
bottom- and top-end. I'm
not into “4-speed cutting,
considering the volume
of work we do. It takes B8 %
twice the time, and you S5l
have to listen to the program at half
speed, equalizing with the octave
difference. It’s not appealing, even
given the claims and supposed
advantages.”

Doug Sax also sees a trend towards
half-inch two-track mastering,

“It's getting the very best out of
analog,” he offers. “As faras half-speed
cutting 1s concerned, The Mastering
Lab isn’t doing any. To my ears half-
speed is not producing a better product,
and [ have great qualms about it. There
is a loss of bass solidity . .. a loss of
‘punch’.”

“We know that 30 IPS, non-Dolby
half-inch two-track is quieter,” says
Bernie Grundman, “and it seems to
have a little better low-bottom
compared to, say, an Ampex ATR-100
quarter-inch, 30 IPS two-track tape.

“Half-speed has never been proven to
me that it’s better. Nowadays if you
exceed the limitations of the cutting
systems on the high-end, you're way
beyond what you're able to play back
later anyway. The play-back systems
are still our biggest limitations, not the
cutting systems.”

Wally Traugott also considers half-
inch to be the next step: *“Time- and cost-
wise the record companies are not that
happy with half-speed cutting and,
personally, I'm not really into it.”

For George Marino, however, the
choice of mastering format depends on
the music: ‘“For hard rock I'd
recommend quarter-inch, 15 [PS CCIR,
because it manages to keep things
cleaner without sounding too ‘pretty’.
For something MOR, medium rock or
country, | like half-inch two-track 30
IPS. Classical and jazz sound great on
half-inch two-track or digital.

“Half-inch two-track 30 IPS seems to
translate really well to disk; it’s very
smooth, open and quiet . . . it’s very
personal. Each different format gives a
different flavor. It’s an experimental
thing that depends on the project, and
what seems to work best in tune with
what you want to do with the music.

“With half-speed the bass, which is
generally good, is not as punchy as half-
inch or digital, and the overall level is
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00 Dolby

New from Dolby Laboratories:

The Dolby SP Series
Multi-track noise
reduction unit
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Dolby noise reduction is an integral
part of professional multi-track
recording practice in music, radio and
TV broadcasting, and film studios
throughout the world. A new noise re-
duction unit, the Dolby SP Series,

has been developed for these and other
applications, and provides up to 24
tracks of Dolby A-type noise reduction
in only 124" of rack space. The SP
Series’ combination of compact size,
ease of operation, and new features
makes it ideal for equipping new
recording facilities and upgrading
existing ones.

For further information on the SP
Series and other professional noise re-
duction equipment, contact Dolby
Laboratories.

Highlights of the Dolby SP Series:

o Up to 24 tracks in only 1214" of rack
space, including power supply.

¢ Dolby A-type noise reduction
characteristics utilizing standard
Dolby Cat. No. 22 modules.

e Separate regulated power supply
unit with electronically-controlled
output protection.

¢ Low-noise fan cooling.

¢ LED display for each track permits
accurate Dolby level calibration
(within +0.1dB if desired) by matching
intensity of LED pairs; further LEDs
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indicate the presence of signa.s and
clipping, and assist alignment with
high-level reference tapes.

o Front-panel "UNCAL” control for
each track permits rapid resetting of
Dolby level for playback and punch-
in on nonstandard-level tapes,

then instant restoration of preferred
preset studio Dolby level without
recalibration.

o User-selectable option of “hard” or
electronically-buffered bypass of
individual tracks and of all tracks
simultaneously.

¢ Snap-fit connectors on rear panel for
rapid disconnection and reconnection.
¢ Balanced and floating input stages.
o Qutput stages drive either single-
ended or balanced 600-ohm loads at
levels up to +28 dB (19.5 V) before
clipping.

o Ultra-low-distortion input and out-
put amplifiers.

¢ Kemote ground-sensing output con-
figuration minimizes hum pickup
when driving single-ended lcads.

o Discrete FET switching for reliable,
noise-free routing of audio signals.

Do by Laboratories, 731 Sansome Street,

Sar. Francisco, California 94111, Telephone
415-392-0300, Telex 34409. 346 Clapham Road,
London SW9, Telephone 01-720-1111, Telex
919109. “Dolby’ and the double-D symbol are
trademarks of Dolby Laboratories Licensing
Corporation. 581/3621
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The Analog Disk
Is There Life After Digital?

generally lower than normal speed
cutting. The biggest advantage | see to
half-speed mastering is not so much the
half-speed cutting, but that they're
usually done as a special order, and are

pressed on excellent vinyl with a lot of

care. Those pressings are much better
than the average pressing.”

Larry Boden of JVC Cutting Center, a
facility known for having done a great
deal of half-speed disk mastering forthe
audiophile market, concedes that half-
inch two-track has been a big
improvement for the facility.

“As a matter of fact.” he continues,
“we're even doing half-speed half-inch
mastering. Of all the analog formats
half-inch is definitely the best way.
There’s better signal-to-noise, more life
and more ‘sock’, because you can hit it
harder. With half-speed you get wider
separation, lower distortion, improved
low-end and it's quieter.

“Although it may be quite costly to go
half-speed, judging from our repeat
business, there are a lot o people out
there interested in 1t.”

According to John Golden and Bill
Lightner, “Half-inch two-track is a step
between normal two-track and digital.
The costs involved are considerably
less; it's incredibly clean; and you can
make all the edits vou want. Plus it goes
up all the way upabove 20 kHz,and that

HALF-INCH TWO-TRACK HARDWARE

Shown above are the three currently available half-inch, two-track
mastering and disk-cutting reproducers: the Ampex ATR-102 (top left) with
its companion ADD-1 digital delay unit; the MCI JH-110M, which incorpor-
ates delay/preview paths compatible with Neumann, Scully and Capps
cutting systems; and the new Studer A80VU, which features upgraded,
transformerless line output amplifiers. Otari is also reported to be contem-
plating release of a half-inch version of the MTR-10 transport, although the
company plans to further explore the design of its present Y%-inch machine
which, it is claimed, is capable of providing record and replay quality
approaching that of a half-inch system. “Typical” performance specifica-
tions of half-inch mastering machines include better than 80 dB signal-to-
noiseratio (reference: 510 nWb/m at l5 IPS), frequency response of 30 Hz to
24 kHz,+0.75 dB/-2 dB at 15 IPS, and overall distortion of less than 0.8% at
510 nWb/m flux level and I5 IPS speed.

NOISE GATE GT-4

The remarkable low cost noise gate that is
so simple and économical to use

that people are finding new
applications for them every day,

channel for each

mike in your P.A.

System and drastically increase loudness without
feedback. Gate your echo returns to adjust

decay time without running to the chamber.
Gate your cue feeds and rid the head-

phones of distracting hum and noise. Gate each
mike on the drum kit, the sound is spectacular!

For the full story and a list of dealers call or write
Omni Craft Inc. Rt. 4 Box 40, Lockport, lllinois 60441 . (815) 838-1285

OMNI CRAFT INC.
RT. 4 BOX 40
LOCKPORT, IL. 60441

815-838-1285
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means a lot. If you take that away you
really notice the difference.”

Terry Dunavan, however, isn’'t so
convinced: “Half-inch two-track has a
little better signal-to-noise ratio, but 1
don’t know if a quarter-inch tape mixed
well at 15 IPS Dolby or 30 IPS would
sound significantly less.”

After the Cut — The Pressing Plant

Many times even the best efforts of
the artist, producer, recording and
mixing engineer, and disk-mastering
engineer can be negated by a poor
plating or pressing job. Our mastering
engineers were asked to comment on
current-state-of-the-art in these critical
stages of the record manufacturing
process.

“There’s a lot ot frustration as a
cutting engineer”” Greg Fulginiti
claims, “because you work so hard to
get a certain tone to the instruments or
the voice, and then when you get the
pressing back seldom does it sounds
quite the same as the reference disk.

“There is no consistency to really rely
on in any pressing plantin this country.
What might come out as a pretty good
pressing today may not be the same
tomorrow. The big problem with quality
control 1s that when you have strict
schedules and release dates to meet, and
‘X" amount of presses on which to press
the records, sometimes the cycle time on
each piece of vinyl isn't as long as it
could be to suppress some of the noise,
non-fill and other areas you have to pay
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particular attention to, in order to have
a quiet pressing. Sometimes, if they
can’t get a quiet pressing, they wind up
wiping the parts, which totally
diminishes the top-end you wanted
there in the first place.”

As Larry Boden points out, “For
many years there hasn’t been a lot of
money put into pressing plant facilities.
As a result they’ve grown old, outdated
and they haven’t been able to attract
the kind of employees who could give
them good-quality records. 1 think
that’s changing now. I've gotten some
awfully good store copies lately; when
the company wants to do a good job of

more records compared tc Germany,
Japan or England, and the initial
pressing on a major act is so large —
and they have to be pressed so fast, due
to tight release schedules — that it’s
hard to quality control all of them. It’s
different wken you are pressing records
for 10 million in England, as epposed to
220 million in America. We are our own
worst enemy in that, if overseas plants
had to meet our pressing orders, [ don’t
think their quality control would be any
better than ours.”

On the subject of vinyl formulations,
Terry Dunavan says that, “while the
qualit¥™0f vinyl has impreved
immensely in the last couple of years
with the developement of Guiex | and 2
by Vitec, and KC600 by Keysor Corp. —
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extent due to the poor quality of the
records. | think we were making better
records six years ago.”

“The biggest problem we are having
now,” says Ken Perry, “is the pressing
plant blowing parts for whatever
reason. There1s a lot of justification for
people being unhappy with today’s
pressings. We try to get that last ounce
of level or EQ, only tohaveitnegated by
a poour pressing job.

“Every once in a whilethough, things
can come together just right. There are
currently two places that are my
favorites: Sheffield, and KM in
Burbank, California. I'm spoiled with
them because they are ableto get what’s
on the lacquers on to the pressings. The
Environmental Protection Agency has
recently pulled three chemicals out of
the PVC vinyl we use for pressings,
claiming theyv are carcinogenic. One
chemical was a lubricant that helped
with ticks and pops, and improved
wear. Kurope still does not have that

NOISE REDUCED DISK FORMATS: CX and dbx RECORDS

The most recent disk-related developements intended to improve replay quality are the
CBS CX and dbx noise-reduction systems. Both are currently being marketed as an
attempt by the manufacturers to improve the signal-to-noise ratio of an analog disk, in
hopes of competing with the future “noiseless” digital disk. Both systems require that the
program be encoded on disk at the mastering stage, and later decoded by the consumer
with the purchase of suitable add-on hardware.

dbx claims that some 110 encoded disk titles are currently available, with another 70 due
by the Fall. Recently CBS has backed off its promise of “between 50 and 100 CX-encoded
titles for the fall of 1981,” as their software availability is reportedly behind schedule. WEA,
RCA and Telefunken-Teldec have all agreed to release CX-encoded programs for the
future, but to date no software has been made available by these companies.

The CX noise-reduction system has received considerable resistence from some artists,
producers and engineers, who have questioned its merit. CBS recently announced that it
would be delaying its promotional campaign for the CX system, but has promised a major
consumer education campaign to come in the future. However, no formal time-table has
been announced. Audio dealers are reportedly hesitant about promoting the CX system
until more software becomes available.

Our team of disk mastering engineers were invited to comment on the merits of the two,
basically similar, compansion systems.

Bernie Grundman: “l don’t particularly like the CX unit. We had some first hand
experience with it trying to master a Columbia project, and ended up going normally rather
than CX, because of the difficulties CX brought to the disk. It’s not a bad system aslong as
you have an encoder and a decoder. There is also a slight loss in quality just because of the

additional electronics. .
. .. continued on next page —

CBS CX Noise Reduction System — A Technical Description
by John Roberts, CBS Licensee

Signals from -40 dB to +12 dB (Re: 3.54 cm;/sec reference level) are compressed 2:1
| during disk mastering. Upon playback a complementary 1:2 expansion restores the full
dynamic range of the original master. If this system sounds familiar it should; with a few
| exceptions it is identical to most tape noise reduction systems.

CBS is said to have chosen to limit the amount of compression to 26 dB for two reasons.
First, the best master recording possible with present or foreseeable technology (digital
| included) does not excede the dynamic range of well-pressed conventional records by
more than 20 dB. Secondly, a high-quality (dynamic) master can be compressed to such a
degree, and still be listenable. To this end CBS has put a lot of effort into the system time
constants, to reduce the audibility of gain riding when an encoded disk is not played back
through a decoder (expander).

Obviously, the success of non-decoded listening depends upon very dynamic masters,
and non-critical listeners, both of which seem to be missing from auditions to date.
However, debate over how non-decoded CX sounds is missing the point; stand-alone
decoders presently cost around $100, with the cost to the consumer coming down rapidly
as the system is reduced to an integrated circuit, and built into equipment. There are no
differences in manufacturing of the disks, and therefore the CX-encoded pressings are
| priced identical to normal pressings. To this end, CX offers a very economical system
capable of delivering state-of-the-art performance with in-place production equipment, and
minimum incremental cost to the end user.

The real challenge will be the creation of master recordings clean enough to take full
advantage of CX’s near 90 dB dynamic range. No longer will it be necessary to limit and
compress during mastering (sweetening?); for better or worse the records can sound just
like that final mixdown in Studio B.

An interesting side effect of this whole program will be the certain education of the
consumer regarding what compression sounds like. That innocent little “in/out” switch on
the CX box gives an instant comparison of dynamic to compressed music. A wider
appreciation for dynamics may change broadcast practices, and maybe even production
values.

Wide dynamic range does not automatically make a recording good or bad. The medium,
however, should not be the limiting factor. The artist should have as clean a canvas to work
with as possible.
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restriction, so their pressings tend to be
quieter.”

Bob Ludwig is somewhat pragmatic
about the pressing problem: “State-of-
the-art in analog disk cutting 1s really
way beyond what you hear off your
dealer’s shelf. There are a great many
forces at work in the commercial world
of records that result in the analog disk
suffering a great deal. 1t’s not that the
record companies don’t have the
technology to make a good record —
they do. But they tend to be too cost
conscious. They’re worried, for
instance, about short stamper life.
Instead of getting maybe 800 or 900
high-quality disks out of a stamper,
they push for 1,800 or so, lesser quality
ones. They don’t want to pay the extra
bucks to make another stamper.”

George Marino also sees pressings as
a continuing problem of economics:
“We could have a better gnality of vinyl
and show more overall care and quality
control at the pressing plant. | see a
great lack of communication between
the plating, pressing, and quality-
control departments. There are times
when DI’ll get a test pressing and it will
be ridiculously bad. Then, after a
second, third or fourth test pressing
they will finally get it right. With proper
communications and quality control,
the pressing should be right the first
time, and from then on during
production.”

Says Wally Traugott: “l know record
companies are capable of making a
good pressing. | had a pressing donein
Norway, and it was just like listening to
the tape. There were no pops, ticks or
noises . . . no Pacific Ocean on the lead-
in groove — 1t was super quiet.”

“The quality of pressings really seem
to vary,” claims Brian Gardner. “We go
through periods where they are
beautifully quiet; no problems. Then we
go through some nightmares with
noises, ticks and whatever.”

. continued overleaf —

| pressing too well -

-

NOISE REDUCED DISK FORMATS: CX and dbx RECORDS

“CBS was planning to release a one-inventory compatible disk. It’s a 2:1 compression-
expansion system, which is why we ran into problems trying to make it a compatible disk.
Without the decoder to play back through it pumps, and on anything with any quiet
passages, it raises the level of them. Our biggest problem with the CX system was when the
tune starts to fade out — it brings up all the noise, hiss and system noise by 15 dB, so the
spreads sound like the ocean. ]

“Because of its 2:1 compression-expansion slope, if the disk playback system is up 1 dB
at 100 Hz, when you play back this disk through the decoder it’li be up 2 dB; it doubles any
errors. Also, the consumer will be getting a lot less than he planned for. If you put out a
double inventory, CX is a great thing. But to try and force asingle-inventory disk . . . [ don’t
think it’s feasible.

“If there’s going to be a double inventory, they might as well go with the dbx. | was
impressed when | heard it. You have to use a decoder with dbx because it really alters the
signal; but it solves a lot of the problems we have with just the mechanics of disk cutting,
whereas the CX doesn’t. The CX system is a full-frequency response, level-dependent
device. dbx alters the frequency response and, because it was built to overcome tape
saturation with tape machines, when a high-frequency transient comes through, it takes it
down, and expands it later when played back through the decoder. The disks are perfect
right to the inside groove, because all those transients are held way under. You don’t need
as much space on the disk because dbx alsorolls off the bottom end, and playback systems
have an easier time of tracking it.

“The record companies are worried about digital disks, and they want to get a little more
mileage out of their pressing plants and the analog record. So if they manufacture a noise-
reduced record they can match the noise from digital disk. They claim to get 15 dB of noise
reduction from it.”

George Marino is equally unhappy with the system: “I don’t see the CX working
properly, and it’s by no means compatible. We had a meeting at Sterling Sound with CBS,
and we layed out a whole bunch of questions and apparent inconsistencies. They’ve never
gotten back to us. Any noise reduction system would be ok if presented properly, but one
encoded, single-inventory release as opposed to giving the consumer the option of a dual
release is ridiculous. I'd rather see them charge another 10 or 25 cents arecord, and make a
record that will sound good. The companies claim that ‘even if the kids don’t have the
decoder they won'’t be able to notice the difference.’ But, if they don’t hear the difference,
why would they buy the decoders in the first place!

“Our policy at Sterling Sound regarding the CX system is: If a client and CBS both want
to use it, we will, but we would always advise against it.”

“I was once quoted in Billboard,” states Bob Ludwig, “that if the CX system ever caught
on, | was going to give up audio. It’s true. [ feel the dbx systemis better, but even then when
listen at home I don't like noise-reduced disks at all, because they give me aural fatigue.
They are trading off super quietness for music. | think there’s a place for a noise-reduced
disk, but for the average rock or classical record maybe 1% needs it, and the rest stand to
lose more than they gain. To have CBS, Inc. say, ‘Here’s a CX disk; you’re going to have to
listen to it encoded until you buy a decoder’ — which in my opinion doesn’t decode a
and to foist that on the public, is a travesty!

“I've heard a CX system hardwired from the output directly to the decoder, and the
compander sounds quite good that way. Even the dbx compander sounds good that way.
But once you use a pressing with all its low-frequency rumble and warp, and all the other

~— continued overleaf . .
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What advice Gardner might give a
producer or engineer to insure optimum
quality of their pressings?

“Just be sure to follow through,” he
says. “Make sure you receive a test
pressing, from all plants.”

According to Bernie Grundman, “It
seems like the exception ratherthan the
rule that you get a good clean pressing;
they are so inconsistent. Technically,
pressing plants are capable of doing a
better job than they were fiveyears ago,
what with the improvement of some
plating facilities, such as Sheffield and
Europa, and the improved quality of
vinyl that’s been developed recently by
Vitec and Keysor.”

And a final point on pressing quality
from Doug Sax: “The general overall
quality if definitely better than it was
two years ago, with the improvement of
the quality of the vinyl compounds.

CBS’s pressing plants are consistently
making the best mass-produced records
around. There are many other
encouraging signs for the future with
WEA [Warner-Elektra-Atlantic], the
largest record company in the world,
purchasing the Allied pressing and
Speciality Records pressing plants back
East, along with the Sheffield
matrixing facilities. They are currently
setting all of this up in order to
manufacture their own records and,
from what I’ve heard, it’s going to be
quite impressive.”

The Role of the Cutting Engineer
While many members of our team of
mastering engineers often agreed on
specific aspects of disk cutting, every
cutter and mastering room facility
represents a unique philosophy and
approach to its craft. The panel was
asked to describe their own philosophy,
how they saw their role as disk
mastering engineers, and how they

continued . . .

NOISE REDUCED DISK FORMATS: CX and dbx RECORDS

unintended information now interacting with the program material, and then put it through
a cartridge that must be aligned — because, unlike the dbx system, CX is level-dependent
— that’s going to change things.

“l did some computer analysis of the CX system based on Eric Small’s ‘Modulation
Analysis,’ a software program applicable for any sound source. WhenIran the CX material
through the program, I confirmed statistically what I had heard with my ears. It seems the
more compressed and contrived the original program is, the less the CX interferes with it.
Highly-compressed rock sounds almost identical, but classical — the very material that
stands to benefit the most — suffers the worst.”

According to Terry Dunavan, who attended demonstrations of the CX unit at the AES
Convention, Motown and Warner Brothers, “the basic idea to eliminate record noise is a
good one. | just think that the CX system falls short of what the producer, the engineer, the
artist, and the public want to hear. The unit itself can be heard in its encoded and decoded
forms. It has its own sound, much like a limiter or compressor or an equalizer — | hear it
pumping and expanding. You have to use it with extreme care. If more expertise, time and
care were taken in the pressing process, we’d all have the records we're looking for without
CX.”

“I hear a definite change in tonal quality with CX that | don't like,” says Greg Fulginiti.
“The material seems compressed, and the ‘patina’ finish you once had or strived for is now
gone. If you play back without decoding, it sounds harsh and metallic, and not at all musical.
The situation is delicate. CBS, for me, has been a very good client and if they want to use it,
Pll do it. But, on the other hand, my artistic feeling is that | don't like the unit in any way,
shape or form at all.”

Larry Boden doesn’t think that a CX-encoded record without decoding is in any way
compatible: “As far as | know, they consulted none of the experts in modern circuit design,
and people I've talked to that have seen the schematics of the system think that it is slightly
behind the times. | don't like it, but if it becomes the standard, of course we’ll use it. I just
wish that they had consulted with us first; they could have gotten some good input from the
field. I'm wondering how it’s going to broadcast. Are they going to issue CX-encoded
records for broadcast? That’s another big problem.”

As Doug Sax points out, “Noise becomes horrible in the quiet sections when you play
back a CX record without a decoder. It has a transient lag even with the decoder. It
wheezes and honks . . . it’s not an honest product to sell. The only moral way to get this
product on the market is to have a dual release: one CX-encoded, and one normal. CBS
refuses to do both, and they only want to release the CX version. They’'ve had enormous
resistance from producers and artists, and have backed down to the point where they're
saying if the artist wants to use it, then they’ll use it. They want the manufacturers to build
CX decoder units into their receivers.”

“There is some coloration there even after decoding with the CX unit,” John Golden
says. “We did a CX-encoded disk at Kdisc Mastering for a CBS artist after already having
cut and approved normal master lacquers. It was somewhat of an MOR-type record with a
lot of quiet passages, and, based on the fact it would make a good CX demonstration
record, CBS decided to go with it. The artist, the producer and the engineer weren’t too
pleased, but at that point they had no alternative.”

During the preparation of this article, CBS Laboratory was contacted twice for their
viewpoint but, unfortunately, it failed to return our calls. nogg
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thought it might differ from their
competitors.

Greg Fulginiti: “Disk mastering is the
last possible place to add something
unique to something that is unique to
begin with. | approach each genre of
music individually, and try to breathe
an additional aspect of life into it that
doesn’t diminish what an artist,
producer and engineer has already
achieved.

“If you put 10 records on the
turntable, I could tell which cutting
rooms probably cut them. I think there’s
a ‘Bernie Grundman’ sound, a ‘Doug
Sax’ sound, and so on.

Kquipment is only part of it. You
could pick up the mechanics of what [ do
in a couple of days. More important is
the individual who’s cutting the record,
and the knowledge one has of the
refinement of the art . .. although often
the determining factor is what satifies
the client, because this is a service
business. Even if you don’t necessarily
agree musically or artistically, you
want to keep the client happy — thereis
a lot of compromise.”

Bernie Grundman: “We approach the
tape in one way — our primary concern
is clarity; to be able to ‘see’ in and hear
the mix, because we know things get a
little more muffled when they’re
pressed. You'd think that would be any
disk cutter’s objective, but I hear a lot of
dull disks. The Westrex cutting system
we have at A&M produces a very
accurate and aggressive sound. For the
pop market it seems to do very well, at
least the way we have it set up. A lot of
the components are hand-built here,
like sibilance correction circuits, that
don’t interfere with the signal as much
as some of the others on the market.
Things like that add up to a little better
signal on the disk.”

Wally Traugott, explaining his
philosophy: “Disk mastering requires
your getting involved with each project,
and hearing a marked improvement in
the sound quality. When not afforded
the luxury of a remix, due to record
company deadlines, many times saving
the project is possible in the mastering
room. In most cases, I would like to
think that the mastering process is the
icing on the cake.”

Bob Ludwig: “Disk mastering is the
final creative step, and the first
manufacturing step, in the record
chain. We can make amazing differ-
ences in the way it sounds, and then we
proceed to cut the first matrix from
which all the others are made. My
philosophy is to do as little to the
program as possible, so long as it's
musical; do whatever it needs, but don’t
do more. I'm the happiest when I've got
a console filled with outboard
equipment and I’'m using none of it,
because it sounds better without
anything.”

Doug Sax: “You don’t want to put
anything in the mastering chain that
you don’t have to, including amplifiers,
transformers or anything else that isn’t
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Mixing Consoles

Studio A: Neve 8088 MKII

52 input/48 out with 48 channel
NECAM (computer automation)

absolutely necessary. If the tape is
good, you try to leave it alone. We've
been set up as a transformerless
transfer chain since we opened The
Mastering Lab, and we only go through
additional electronics if you want to
alter the tape with EQ or whatever.
Basically we've set it up so that you can
cut a lacquer going from the tape
playback right into the cutting
amplifiers, and completely bypass the
console.”

George Marino: “I think of myself as
the producer’s tool; pretty much the
same as the engineer in the studio. [ will
try and hold the identity of the group,
rather than impose my sound on them.
If it sounds right on disk, I don’t care
what the EQ on the console says. By
equalizing in a certain fashion you can
make a better mechanical product,
rather than a flat disk, because you are
giving something the consumer can
reproduce more accurately at home.”

John Golden: “Our room is trans-
formerless from the preview head to the
cutter head. As far as I’m concerned,
your equipment and maintenance must
be good, but the ultimate bottom line is
the operator. Mastering is a very
intricate and active part of the
phonograph record process. Unfortun-
ately, the mastering engineer is not
recognized as such. But if you cut the
same tape flat at five different
mastering rooms, you’d end up with five
different lacquers.”

Ken Perry: “I think a lot of my job in
the cutting room 1s correcting for
monitor problems. If an engineer mixes
with very bright monitors and is
unfamiliar with the studio, he might
bring in a dull tape.

“Tapes are getting better and better
all the time, and the type of thing we're
doing is touching up. I think that most
of us who are successful in this business
are musicians, or former musicians. If
you don’t know what the instruments or
ensemble sound like, you're going to
miss the boat a little bit.”

Terry Dunavan: “A disk cutter’s job is
to take the product that the producer,
engineer and artist has worked very
hard to attain, and to transfer it as
exactly as possible, using whatever
appropriate modern conveniences and
technical abilities at his disposal.”

Brian Gardner: “The less you have to
do to the record at the mastering stage,
the better. But if it needs any EQ or
compression, etc., by all meansdoit. We
try and make the record sound as
natural and as clear as possible. For our
playback machine, we use a Telefunken
M-15A, and we feel it has a superior
sound. We are always acutely aware of
the technical aspects of disk mastering,
but we also focus on the feel of the
music, rather than just turning knobs.

“The capabilities of today’s cutting
systems can far exceed what you're
later able to track. There’s a certain
raunchy sound to the records of the

Fifties and Sixties that you don’t eas?
find today, and I wonder if we're not
getting a little too sophisticated.”

Boden’s Undertaker Analogy

Larry Boden: “Mastering engineers
are the undertakers of the record
industy. When someone dies, the under-
taker puts him in a suit, puts some
make-up on him, and people come by
and say, ‘Oh, doesn’t Harry look great
...hedidn’tlook that great when he was
alive’ Now if Harry were in an accident
before he died, the undertaker’s job
would be much more difficult.

“We get a tape once all the damage
has been done: there may be distortion,
print-through, high-end splatter,
sibilance — all the problems. It’s up to
us — the undertakers of the record
business — to put it in a suit, put some
make-up on it, so when people listen to
the record at home they say, ‘Hey,
doesn’t that record sound great’.”

® %k ok

As may have been gathered already
from the wvarious, often conflicting,
opinions expressed in this article, there
are indeed many ways to cut a master
lacquer disk. Disk mastering is a
technical process in which many
subjective value judgements and other
considerations must be made before the
finished lacquer can be sent to be
processed and mass produced for the
public’s consumption. As with any art
form, there are no absolutes. goo
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EMT 140 Sterco, AKG BX-20.

Time Modulater, AMS Phaser

UREI 813 Time-aligned, JBE 4311,
Echo, Reverb and Delay Systems

Mic Mix Master Room, Live Chamber,
2 Lexicon Prime Time, Marshall

NECAM!

Other Outboard kEquipment

Teletronix LA 2A (tube), 4 UREI 1176,

DBX 160, Neve Compressor /Limiters,

Vocal Stresser, Scamp Rack Expander/Gates,
Limiter, Sweep & Parametric EQ,

Roger Mayer Noise Gates, Trident &

Orban Parametric EQ, Bode (Moog) Vocoder

Dimensions of Control Room
500 Squure feet

WWW- amekicanradiohistorvy com . ~a.

Dim =nsiens of Studio
250C SqLare feet

Thre isc lation booths,
sunkzn percussion booth
Tota Conplex Footage
800C Square feet

RUMIBC RECORDERS
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A Practical Approach To

Elecmnics'"-Tmmmﬁﬁg Mainteaance

THE PRE-DISTORTION PHENOMENON

— a Linearization Circuit
— a Distortion Analyzer

by ETHAN WINER

The Recording Lenter
Norwalk, Connecticht

No sane recording engineer would
ever add distortion to a program
intentionally — unless, of course, the
goal was to increase headroom and
lower tape distortion. No, I'm not
talking about a new type of “sonic
exciter,” but a well-known and accepted
method of counteracting the onset of
saturation in magnetic recording tape.
Unlike amplifiers or other electronic
circuits, for which the clipping
threshold is well defined, analog tape
distortion creeps up slowly, minimizing
dynamic range in exchange for clear
transients. By using a tape linearizer —
a circuit included in recorders by such
manufacturers as Scully and MCI — it
is possible to reduce the distortionin the
range above 0 VU, while raising the
level at which third-harmonic distor-
tion(THD) reaches 3%.

Although the actual pre-distortion
circuit to be described is extremely
simple (Figure 1) and only requires one
trimmer adjustment, you’ll still need
some accurate means of measuring
THD in order to achieve the best results.
In the October issue of R-e/p, a phase-
shift circuit was shown that could
cancel a given frequency, by mixing its
input and output together in a console.
This is certainly a valid approach,
although any distortion or noise in the
console will affect the measured results.
For truly accurate readings, a better
means of mixing is required; as a result,
I actually sat down and built a
dedicated distortion analyzer to aid in
evaluating the linearizer circuit.

To my surprise, this device has turned
out to be one of the most useful little
gadgets I have, and I would not hesitate
to call the circuit lab-quality, with
perhaps one trade-off for its simplicity
and incredibly low price — that is,
switched rather than tuned frequencies.
However, since most oscillators can be
set to produce any audible frequency,
this is a relatively minor limitation. For
example, on the prototype I built the 1

R-e/p 96 O December 1981

kHz position turned out to be around
960 Hz, and the 10 kHz setting was more
like 9.7 kHz. But, as I said, who cares?

Pre-Distortion — What It Is

When a sine wave — or music for that
matter — is recorded on audio tape at
high levels, the tops and bottoms of the
signal are compressed or clipped off as
the magnetic material approaches
saturation. The pre-distortion scheme
allows for a slight increase in gain at
the very extremes of the waveform,
which will “over-drive” the tape just
enough to offset the flattening that
would occur normally. This non-linear
amplification, by itself, produces a
distortion that is similar, though
opposite, to that of the tape; hence the
term “pre-distortion.”

The circuit of Figure 1 will provide
this required increase in gain as the
signal reaches a certain level,
dependent upon the setting of the 10
kohm trimmer. Normally, the gain of an
op-amp is determined by the ratio of the
resistances in the feedback voltage
divider. But, in this circuit, the diodes
become active as the voltage across
them reaches 1.2 volts, effectively

lowering the resistance of the 10 kohm
trimpot on signal peaks. Separate
diodes are required for each polarity to
create a symmetrical response, since
tape distortion occurs at both the
positive and negative extremes.

If you aren’t afraid of modifying your
recorder (and you shouldn’t be), an even
simpler implementation may be used,
requiring only two diodes, the trimmer,
and an electrolytic capacitor. Figure 2
shows a typical record output stage (as
found, for example in Ampex and MCI
machines), while Figure 3 illustrates
the addition of the pre-distortion
components. All that’s required is to
replace the emitter resistor of the
bottom transistor with a trim-pot of
similar value, and add a capacitor and
the diodes as shown. Because the signal
voltage at this point in the circuit is
relatively small, only one pair of diodes
will be required. These should be
germanium types, such as the 1N34 or
1IN270, since their reduced turn-on
threshold more closely coincides with
these low levels. Other recorders, such
as ReVox and Scully models, employ a
single output transistor. The emitter
resistor still controls the gain, however,

Figure 1

Input

Cutput

10k
Trim

1N4148
or 1N914

Figure 1A

Cw

2N3904
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Itam 1610

16-Track One-Inch
Tape Recorder.

Here’s the nigh-
quality, low-cost
alternative ta two-
inch recorders, the
one-inch 16-track
ITAM 1610. Ideal
for studio or loca-
tion work, i-s the
most compa:t 16-
track available.
Yet soecs are tully professional, with no
semi-pro compromises. 72, 15end 30
i.p.s. speeds. Also available as an
8-track. Our customers think sc much
of the Itam 1610, we not ony rent
it...by popular request, we sell it too.

[
INC
THE RENTAL Jf/PROFESSIONALS

(212) 741-0919

IN NEW YORK STATE

You & Our Shadow
(We Could Make
Beautiful Time Code
Together.)

Our BTX Shadow system is the perfect
answer whenzver you want to lock-up two
recorders—avudio, video or bo-h. As a
positive sync lock between your ane-inch
VTR and a multitrack audio recarder, for
example. Or for off-line film scoring via a
¥4’ videocassette workprint. Aad what
the Shadow knows...Audioforce knows,
We've got the know-how to interface our
equipment with yours, so we'll make sure
that the system works the way you want it
to work. Avdioforce also rents BTX
-SMPTE generators and readers. Inquire
about ‘our gpecial value Shadaw/Multi-
track combc packages.

®
INC.
: THE RENTAL lfPROFESSIONALS

(212) 741-0919

IN NEW YORK STATE

e
e S,

We're America’s
Recorder Rental
Headquarters.

Audioforce has the tape recorder you
want to rent. We feature a full line of
AMPEX recorders—24, 16, 4, 2 and

1 track. Are your ready for digital?

We're ready for you with the fantastic
MITSUBISHI X-80. If you're looking to
rent a compact, economical multi-
track, our ITAM 1610 is the answer. All
available for rent by the day, week or
month. We ship anywhere in the world
(our TASCAM 80-8 just returned from
Africa, for example.) And most im-
portant, every tape machine is tested,
aligned and biased before every
rental. Another reason we're the

rental professionals. For your next re-

corder rental, depend on Audioforce.

‘ 7 w Po m INC.
THE RENTAL JfPROFESSIONALS

(800) 847-4123

TOLL-FREE OUTSIDE N.Y.

Going On Location?
Quick! Rent Qur
Location Mixer.

We wanted to offer =
you the ideal 8 X 2 |9,
mixer for location &%
work... so we de- 2
signed our own. The &8
location mixer has it @
all—8 mic and line § ¢
inputs, phantom and '

T-power, full EQ, " .

solo and P.F.L., 2 aux. outputs, AC and
battery operation, all in a rugged 16” X
24" X 412" self-containec flight case.
First-day rental is just $45. We also sell
the location mixer for just $1890.
There’s a 16-input location mixer, too.

®
INC
THE RENTAL JPROFESSIONALS ———

(800) 847-4123

TOLL-FREE QUTSICE N.Y.

For additional information circle # 61
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MITSUBISHI

DIGITAL AUDIO SYSTEMS

X-80 PC.M.
Digital Recorder.

Now Mitsubishi
and Aud otorce
make digital audio
recording practi-
cal and af-ord-
able. Rent our
X-82 two-track
digi-al mastering
reccrder. It's the :
only digital -hat lets you edit with a
razcr blade on a single deck. In-
credible specs include dynami: range
greater than 90dB...axd the 20th
generatioa sounds just as grect as the
first. You get complete service and

support from Audioforce, of course.
Call for full details.

[
INC
THE RENTAL JIPROFESSIONAL S

38 West 26th Street

NEw YORK, N.Y. 10010

The Audioforce
Commitment.

The -equipment you need, the service
you deserve, and people that care.
Thot's our cammitment to you. At Au-
dioforce,- yoJ'll find the latest equip-
ment in all categories: Mics, tape
machines, reverbs and special effects,
audio/video interface and SMPTE gear,
mixers and more. We'll work with you to
put together the equipment cackage
you need to get the results you want,
