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REVERB TIME

World’s most acclaimed reverb

is now more versatile than ever

If you already own a Lexicon 224, congratulations! 3rd
generation reverb and operating programs have recently been
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introduced that even further enhance its
audio performance. And, you canupdate
your system for pocket money by simply
plugging in these new Version-3
programs.

if you haven't yet discovered this
superb audio-processing instrument
—the most successful ever introduced
into pro audio—now’s the time. The
Model 224 is the number One choice of
the world’s leading studios, broadcasters
and musical artists. Reason: audio
performance unmatched by anything eise
around ... true stereo processing ...
completely natural sound ... multiple

reverb programs ... full fingertip control of all reverberation
parameters ... and retrofit design that accepls new capabilities
as they become available. Like Version-3 software,

With the new Version-3 you get even smoother decay.. .,

enhanced ease of operation .. ., plus provision for up to 36 uscr
pre-sets you can store and recall at will ... plus a new non-volatile
memory option that permanently saves your reverb program set-
ups even though power is removed.

Put the Lexicon Model 224 to work for you. Nothing can

touch it for versatility or quality of sound. And field-updateability
makes it the most cost-effective choice of them ali.

Write for literature on why “‘the best is better” . .. for you.
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Lexicon, Inc.

60 Turner Street, Waltham, MA 02154

(617) 891-6790 / Telex 923468 eXJI n

Export: Gotham Expor t Corporation New York NY 10014
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When we started Mix Magazine a little
over ‘our years ago, our goal was to spread the
word abaut the excitement, creativity, job satis-
faction and opportunities in the recording indus-
try. We were turned on by it and we enjoyed see-
ing others discover the unique experiences and
challenger of the art and science of recording

As we all know only too welt the last
couple of years have tested the cammittment
level of those in our industry. The fast and easy
money stories of not too long ago have ;oined the
ranks of mythology and, more than ever before,
we face the challenge of making what we do
work as a business. Rising costs and decreasing
record sales have brought out the survival in-
stincts in many of us and have taught us that,
although what we do is very special, we are still
part of the real world

Our original goal of four years ago hasn't
changed, though. Excitement, creativity, job
satisfaction and opportunities still abound in the
recording industry, as does talent, skill and a
booming technology. The challenges, however,
are greater than ever. Getting the best cut of the
industry today requires putting your best into it

This month we feature the Northeast re-
cordinc scene and some of its most notable peo-
ple and places. For instance, Todd Rundgren
seems to have touched every form of creative
musical enceavor. We sent Bruce Pilato up to
Woodstock to interview Todd about his exploits
into video recording, his latest adventure.

Long overdue in our pages has been tri-
bute to the contribution women have made in our
industry Wendy Germaine has provided us with
a retrospective view of a few female pioneers in
audio, 1o be followed next month by some pre-
sent day women who are contributing greatly to
the art.

We'd also like to introduce you to our
newest column "Producer’s Desk”, written by
James Riordan (who you may remember from last
month's feature, “The Job of Producer”) Each
month “Producer’s Desk” will profile a weading
record producer. This month... New York's Tony
Bengiovt |
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URRENT

3M PRESENTS

"Scotty”

A new awards will honor the team of ar-
tists, producers, engineers and studios involved
in creating outstanding recordings. Professional
excellence and cooperation in the search for the
highest levels of recording quality will be now
recognized by 3M's "Scotty” awards, says Dennis
Farmer, Broadcast/Recording market develop-
ment manager of 3M's magnetic Audio/Video
Products Division.

In order to qualify for a “Scotty,” a record-
ing must achieve gold or platinum status accord-
ing to the Record Industries Association of
America guidelines. Additionally, it must have
been completely mastered and mixed on Scotch
professional audio recording tape.

A panel of six judges, consisting of repre-
sentatives from the musical, audio engineering
and record producing communities, as well as
from 3M, will select the winning creative teams.
Each winning team will receive “Scotties.”

The award itself is an original sheet music
style painting of the winning artist, personalized

Awards

to highlight the gold/platinum recording. In each
case, the recording artist will get the original
painting. Other team members will receive
framed, high-quality reproductions of the
original

Further, 3M will contribute $1,000 to the
Muscular Dystrophy Association in the name of
the winning team. An additional $100 will be
given to the MDA in the name of each studio sub-
mitting a qualified nomination

As an additional tribute to the best of the
best recordings by "Scotty” winners, one record-
ing will be selected each year. The winning artist-
may then name an aspiring musician, who will
receive a $5,000 scholarship from 3M.

"Scotty” nominations should be submitted
by the recording studio to the 3M sales repre-
sentative serving the studio, Farmer says. Re-
cordings from all music categories—pop, jazz,
rock and roll, gospel, country and western,
classical—are eligible for nominations.

Dr. Luce Named Moog President

Norlin Industries, Inc. has announced that
Dr. David A. Luce has been named as the Presi-
dent of its Moog Music, Division. Dr. Luce re-
places David Bueschel who has left Moog for a
position with The Austin Company of Chicago.

Dr. Luce has been Vice President of Engi-
neering at Moog for the past eighteen months.
Prior to that, he was Director of Design and
Development. He came to Moog eight years ago
and has been one of the major innovators in syn-
thesizer design during that period, having de-
signed the famous Polymoog and the recently re-
leased Opus 3 Synthesizer

Prior to joining Moog Music, Dr. Luce re-
sided in the Boston area where he completed his
doctoral studies in electronic musical synthesis at
the Massachusetts Institute of Technology

Wilson Granted MANA Membership

Wilson Audio Sales of Franklin, TN, with
Wally Wilson, principle officer, has been named
to membership in the prestigious Manufacturers'’
Agents National Association, it was announced
today by MANA President, James J. Gibbons.

MANA is a thirty-four year old organiza-
tion of both manufacturing and marketing agen-

cies representing 35,000 professionals working
together for better understanding of the manufac-
turer/agency relationship. The Association’s
headquarters are located at 2021 Business Cen-
ter Dr., Irvine, CA 92715.

Wilson Audio Sales is a manufacturers’
agency specializing in the marketing of technic-
ally advanced protessional audio products for the
recording, broadcast and sound reinforcement
industries.

Soundcraft Relocates

Soundcraft Electronics Ltd., UK. based
manufacturer of mixing consoles and tape ma-
chines, announces a move of its U.S. based sales
and service facility from Kalamazoo, MI to Tor-
rance, CA

Heading the California operation are Ms.
Betty Bennett, who previously managed the Kala-
mazoo operation, and Wayne D. Freeman,
former marketing manager of BGW Systems and
more recently vice-president of New West Audio
Marketing. Shane Morris of the London operation
will assume the position of technical director. The
new location is 20610 Manhattan Place Suite
120, Torrance, CA 90501. Telephone is
213-328-2595.

Audiotechniques
Opens
Center

In
Manhattan

Audiotechniques, New York City and
Stamford, Ct., professional audic dealer, has in-
augurated a used equipment sales showroom in
New York City called the Audictechniques
Equipment Exchange.

The new facility, according to manager,
Matt Brosious, is a unique concept in used equip-
ment merchandising. For the first time in the
eastern U.S. prospective purchasers of used pro-
fessional audio equipment will be able to choose
from a large selection of products in one centrally
located showroom. The Equipment Exchange, in
Manhattan’s famous Brill Building, accepts used
recording equipment in good condition for sale
on a consignment basis. Sale price of the equip-
ment is determined by the owner, usually after
consultation with Exchange personnel.

Both purchasers and consignors are ad-
vised to call the Audiotechniques Equipment Ex-
change at 1-800-223-2486 or 212-586-5989 to
set up an appointment. All visits are by appoint-
ment only

Hausman Elected Ampex Chairman

Arthur H. Hausman, a director, president
and chief executive officer of Ampex Corpora-
tion, has been elected to the additional post of
chairman of the board of directors. He succeeds
Richard J. Elkus, who retired January 31 as a
director and chairman of the board.

The board of directors also amended the
company’s by-laws to increase the board's size
from 10 to 14 members, and elected five new
members. They are: Forrest N. Shumway, chair-
man of the board and chiet executive officer of
The Signal Companies, Inc.; Daniel W. Derbes,
president of Signal; Charles S. Arledge, group
vice president of Signal; John A. Teske, president
and chief operating officer of The Garrett Corp-
oration, a Signal subsidiary; Charles A. Stein-
berg, executive vice president of Ampex.

AVR Update

Audio-Video Rents, in San Francisco, has
incorporated and changed its name to Audio
Video Resources, Inc. AVR is increasing their
emphasis on high quality video production with
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the addition of Richard Poggioli as director of
video services.

Poggioli comes from New York where he
has worked with CBS Sports and WNEW-TV.

Australian Audio Show

The first professional sound exhibition in
Australia will be held in Sydney between Oct
10-13, 1981 at the CentrePoint Exhibition Com-
plex. Equipment on exibition will include profes-
sional audio, semi-professional audio and sound
reinforcement equipment.

The show is sponsored by Australian
Sound Recording Magazine and is open to the
public (limited hours only). For further informa-
tion and details contact: ASR on (02) 6997931.

New TEAC Personnel

Three new managerial positions have been
added at TEAC Corporation of America, accord-
ing to Barry Goldman, Vice President of Sales
and Marketing.

*In order to serve our dealers better, we
now have a full time Sales Manager for both ac-
cessory lines, audio and pro, plus two Regional
Sales Managers for audio products,” Goldman
explained.

Shoii Sato is the Sales Manager for TEAC
Accessories; Tom Whitehead is the Eastern
Regional Sales Manager and Rod Haden is the
Western Regional Sales Manager. Sato and
Haden will work out of the company’s U.S. corp-

orate offices in Montebello, CA; Whitehead will
reside in Atlanta, GA

AKG/Doobies Pact

The Doobie Brothers, major Grammy-
Award winners, have signed an endorsement
pact with AKG Acoustics, Inc. AKG, a respected
manufacturer of microphones and accessories is
“very proud of the association between the
Doobie Brothers and AKG,” according to Dick
Ravich, National Marketing Manager.

The marketing promotion of the Doobie
Brothers endorsement will include: in-store
posters and T-shirts featuring the campaign “The
Doobie Brothers/On Tour With AKG.”

JBL Donates Equipment

James B. Lansing Sound, Inc. has donated
professional loudspeaker equipment to two Los
Angeles cultural facilities, the Griffith Park
Observatory and the L.A. Bicentennial's main In-
formation and Exhibit Center.

Sixteen 4311 control monitor loud-
speakers have been donated to the City of Los
Angeles, Department of Parks and Recreation,
for use in the Griffith Planetarium'’s Laserium pre-
sentations. The speakers are computer-controlled
by a 16-channel programming device which
creates spectacular audio/visual effects for the
show's guests.

IBL has also donated eight 4311's to the
Los Angeles 200 Committee for installation in the

city's official Bicentennial Information and Exhibit
Center, a Buckminster Fuller-designed “fly's eye”
dome. Located in Pershing Square in downtown
Los Angeles, the Center features a dramatic time-
line exhibit with audio/visuals documenting key
episodes in Los Angeles' two hundred year his-
tory. The 4311's comprise the main playback
system for the audio portion of the program.

Ludutsky Named Vice President For

EECO

EECO Incorporated announces the ap-
pointment of John M. Ludutsky to Vice President,
Electronic Products Division.

In this position, reporting directly to Dr.
Patrick F. Cadigan, EECO president and CEO,
Ludutsky is responsible for the overall manage-
ment of the Electronic Products Division. The
division includes the marketing, engineering,
manufacturing and quality assurance for EECO’s
Paper Tape Reader and Broadcast Products
groups.

Pettersen Promoted By Shure

Shure Brothers Inc., Evanston, Ill., has an-
nounced promotion of Michael Pettersen to assist-
ant marketing product manager of circuitry prod-
ucts. His responsibilities include development of
marketing strategy and coordination of new cir-
cuitry product planning.

Pettersen joined Shure in 1976 and his
previous position was regional sales manager. His
-educational background includes a Bachelor of
Arts from the University of Illinois.
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NORTHEAST

Recent activity at Kingdom Sound, Syosset,
Long Island includes Joan Jett and the
Blackhearts mixing their latest single, "“You
Don’t Own Me”, produced by Kenny Laguna
and Richie Cordell, Glen Kolotkin engineering.
Roger Glover producing himself on an upcom-
ing solo LP, Clay Hutchinson engineering.

Spectrum Recorders in Lanesborough, Mass,
has been working with country swing band Sw-
ing Shift, the Mark Cushing Band, and most
recently Shenandoah (Arlo Guthrie's road
band), who have been working on some of their
own original material, with an album project in
mind for the future. All were engineered by Peter
Seplow.

Roxy Recorders, in NYC, recently completed
recording a new album for Muse— the Kenny
Burrell Trio w/ Rufus Reid and Ben Riley as well
as several national jingles (Garanimals, Sominex,
WNAC-TV). In the future lies an album—the
Lloyd McNeill/Kenny Barron duo, produced by
the former, and pre-production for ancther
album for Miami producer Mike Siegel.

News from Sigma Sound Studios Philadelphia,
PA, includes PIR's Teddy Pendergrass working
on an album project with PIR co-founders Gam-
ble & Huff producing S-udio head Joe Tarsia is
doing the engineering.

SOUTHEAST

The Marshall Tucker Band was at Sound Em-
porium in Nashville, to complete an album they
began there in November. The album is be-
ing produced for Warner Bros. by Tom Dowd,
whose credits include Rod Stewart and Eric
Clapton. Engineering the album is New Yorker
Kevin Herron, with Gary Laney assisting.
Barry Mraz (Styx, Benny Mardones) has re-
turned to Quadradial in Maimi Fla., to produce
and engineer artist David Johansen f{former
member of the group New York Dolls). David is
working on his current album project for Blue
Sky Records/CBS with a release date in the
spring. Assisting on the LP are Jerry Thichava
and Paul Speck. '

Songwriter Paul Williams was at Woodland
Sound in Nashville, for Nashville's first album to
be recorded on 3'M’s digital 4 track equipment.
Charles Underwood produced the live sessions,
with Rick McCollister engineering and Mike
Porter and Kerry Kopp assisting

Activity at Quadrafonic Studios, Nashville: Kris
Kristofferson, in the studic with producer
Norbert Putnam, adding finishing mixes to a few
tracks on his Monument LP, “To the Bone”.

NORTHCENTRAL

"The Sirens” are recording their first album titled
*Much Too Young”, at Charisma Studios,
Dearborn, Michigan. Jim Randolph producing,
Jon Jarvis engineering, for Razor Cut records.
The Sirens are a Detroit based rock/wave group.

Recording activity at Atom Smashers Unlimited
Studio, Ferndale, Michigan includes the Ear-
thmen getting ready for their first release with
Silver Stone-Arrow Productions, with Atom
Smashers Unlimited Studio owner John An-
nesser engineering. Self-produced musicians
are: Bill Standley of Birmingham, MI; Chris
Harwood of Ferndale, MI; Dan Kuchar (Kooch)
of Plymouth, MI; Bill Kapenicus of Tupelo, Mis-
sissippi; John Annesser, the leader of the Ear-
thmen; also Barb Rohr, director and manager of
Silver Stone-Arrow Productions.

SOUTHWEST

ACA Recording Studios, Houston, Texas has
just finished an album titled, ‘Sweetwater’, for the
world famous Church of the Redeemer. It was
recorded on location and mixed down at the
studios. ACA'’s engineers Bill Holford and Andy
Bradley spearheaded the recording with con-
sulting engineer from England, Ray Prickett
(who worked for Pye Records for many years.)
Issac Payton Sweat, three time gold record
country star is recording at ACA with Roy Ames
producing and Holford/Bradley engineering

In at Indian Creek Studio in Uvalde, Texas,
D-Day with Dave Stewart of London, England,
formerly with Bill Bruford, on keyboards and pro-
ducing. CHAD produced by Greg Williams of
the group “Switch”. Rex Ludwick, formerly with
Willie Nelson and his band “Texas” finishing up
an album project. John Rollo engineering and
co-producing.

At Infinity Recording Studios in Tulsa, OK, pro-
jects are under way for Colorado rock group The
Works, Dick Loftin re-mixing selected cuts for
his album ‘Writer’ and electronic neo-classical
rock group '‘Talisman’, with Al Cahen at the
board.

Rainbow Sound, Inc. Dallas, Texas has started
production on a new lp release for John Hall.
Brass and back vocals were cut for a new album
by Tim Pedigo produced by Lanny Wolfe. Also
just completed, a new country album for David
Russell, produced by Jess Hudson.

SOUTHERN CALIFORNIA

Those outrageous outlaws of rock and roll The
Tubes are currently overdubbing their latest
album at Monterey Sound Studios in Glendale.
Ca. Producing the as yet untitled album is David
Foster with Humberto Gatica at the controls.
Les Brockmann and Paul Lani assisting. Bill
Champlin is also on hand doing vocal overdubs.
The following projects are in progress at
Heritage Studio in Hollywood, Jim Ed Norman
producing Albert Hammond and Johnny Lee
with Erik Prestige engineering.

At Clover Recorders in Hollywood, Michael
James Jackson is producing Robben Ford
tracks for Elektra/Asylum, Jim Nipar engineer-
ing. Jackson also doing final production on Red
Ryder album for Capitol Records with Toby
Scott at the console.

The Statler Brothers & Delbert McClinton just
finished laying tracks at Gold Star Studios in
Hollywood for an upcoming “Solid Gold... Coun-
try Countdown” TV show with Larry Levine
engineering. Crystal Gayle also videctaped a
"Solid Gold” segment at Gold Star recently.

NORTHWEST

At Mobius Music Recording, in San Francisco,
Romeo Void's LP on 415 records, David Kahne
producing and engineering. Chrome's LP and
the new Dead Kennedy single with Oliver
DiCicco engineering.

In Studio A at the Music Annex in Menlo Park,
CA, Tom Anderson producing and engineering
a new album for Bandanna, longtime South Bay
favorites; Lester Abrams (Minute by Minute) is
producing four new tunes, with engineer David
Porter; Indelible Inc. is working on a new project
with producer/engineer Richard Bosworth; The
Cornell Hurd Band, with producer Abram
Richman, is recording a new crazed single,
Dave Porter engineering.

Stsphen Stills & Graham Nash are at Sea-West
Studios/Hawaii on the North Shore of Oahu
recording their new lp for Atlantic Records.
Engineering the sessions are: Stanley Johnston
and Steve Gersky. . .assisting is Gaylord Holo-
malia. Also at Sea-West/Hawaii, producer Rick
Keefer just completed an Ip for RCA Records in
Europe for singer. "Sonya”.

Action at The Automatt in San Francisco, in-
cludes Santana recording with Bill Graham
producing in association with Devadip Carlos
Santana and Fred Catero, and Wayne Lewis
assisting. Stacy Lattisaw recording an LP, entitl-
ed "With You,” for Cotillion Records with
Narada Michael Walden producing, Kenn
Kessie engineering, and Maureen Droney
assisting.
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In the works at Lion Tracks in Cotati, CA is an
E.P. containing five cuts, produced by Howard
Bass for Innervoices Inc, a New York based
company. The E.P., which is part of a multi-media
project was re-mixed at Lion Tracks by Mario
Lewin who also engineered the final tracks and
shared co-production duties. Mario also played
guitar on one cut.

Patrick DeVosgelovis, owner of Rocket Studios
in New York City is pleased to announce the re-
cent re-build of his performing/showcase studio
The acoustic and electrical design was done by
Analogic of Paris and New York and features 4
monitor systems and acoustical treatment to
simulate indoor or outdoor sound.

The Angel Voice Recording Company of San
Jose California, has its new 24 track recording
studioc now under construction and will be
equipped with a new Sphere 32 in x 32 out mix-
ing console, a new Ampex MM 1200 recorder/
reproducer, the latest outboard equipment and a
new Prophet 10 keyboard. Construction of the
studio is being sponscred by the Light of the
World Apostolic Cathedral Inc. (PA of W) of San
Jose California Pastor and Founder Dr. T.A.
Price. The studio will be open to the public in late
April, for demos, record production, album pro-
jects, jingles, radio spots, and video tape overdub
master production.

Audiocraft Recording Company of Cincinnati,
Ohio announces the installation of their new 28
channel mixing console. The console is the first of
the new SYNCON B series by Allen & Heath Ltd.
of England to be installed in this country. Bud
Herzog, President of Audiocraft Recording made
the purchase decision as a result of the continuing
rapid expansion of the company’s "Sound Im
ages” division. Sound Images composes and
records lyrics and musical scores for commer
cials and film work. Their clients list includes
Proctor & Gamble, Sears, Kroger, Zenith, G.E
and Bell Telephone amongst many others

M & I Recording in New York City arnounces
the addition of a new room. The equipment in the
new studio B is: Tangent Series 4 console (8 x 4),
TEAC 3340S 4 track machine, Otari 5050B 2
track machine. Qutboard eguipment includes
dbx Compressor, Tapco Reverb, Technics
cassette deck, Dual turntable, JBL & Auratone
monitors, dbx & Dolby noise reduction

From Ft. Lauderdale, Florida, Sound Cutting,
Inc., mastering lab headed by Al Brown, 1s con
tinuing to expand and upgrade its facilities for
disk cutting with the addition of new outboard
equipment for its Neumann system. Recently
added were Inovonics 376 electronics, Orban
parametric equalizer, Orban compressor/limiter
and Orban stereo synthesizer. Sound Cuthng re-
cently did the mastering on sides by Dizzy Gilles-
pie, Thelonius Monk and Art Blakey for Gem-
com, a new Freddy Cole LP for Demand Records
and 38 classical sides for the Euphoria label.

Eastern Artists Recording Studio in East
Orange, New Jersey, is proud to announce the
addition to its staff of independent producer
David Miles as studio manager. Miles comes to
the studio after seven years on the road and a
year at Sear Sound, N.Y. as manager. His pro-
ductions include new wave vocalist China Davis
and funk-fock group “Atom."”

Harbour Sound, a new 24 track studio in
Sausalito, Ca will be opening on April 1st at 301
Harbor Drive. The staff includes: Nancy Evans,
Paul Stubblebine, Dana Chappelle, Craig Talmy,
Fernando Kral and Marnie Moore. For further in-

formation, contact Marnie Moore at (415)
332-0983

Infinity Recording Studios In Tulsa, OK, has re-
opened upon completion of its live-end, dead-end
style control room. New equipment includes an
Allen and Heath Modular Series console, JBL
4313 monitor, Mini Moog, Fender Rhodes, a
modified Carvin 16 x 8 x 2 console for stage sub-
mixing, and 7 re-built Ampex and Stromberg-
Carlson power amps for back-up and stage
amplification

Spectrum Recorders in Lanesborough, Massa-
chusetts has officially opened their new 24 track
studio. The studio is 25 x 30 x 15 with a control
room of 16 x 20. Equipment includes an APSI
Model 3000 32 x 24 console and MCI
JH-100-24 recorders, complimented by UREI
monitors. Qutboard equipment include Delta Lab
DL-2, Loft delay flanger/doubler, MICMIX CSR
EQ23, UREI and dbx limiters

**Journey
Steely Dan
The Kinks
Carly Simon

AC/DC Fleetwood Mac
Frank Zappa Chuck Mangione
Grace Slick Al DiMeola
SpyroGyra  Pat Metheny

and many more

competition.
Fine master and reference disc cutting for the most discerning clients.”
Neumann, Studer and Zuma equipment. Courteous, on time service.

Edgar Winter
Hall & Oates
Kurtis Blow

Rush
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To be an audio industry standard requires
unequaled performance, reliability and
versatility. The Spectra Sound 1000B 10

f_‘* m‘m 1 ) -:: band graphic equalizer excels in these
S w9 realms with improvements not previously
m available to the professional audio indus-
a rw IML‘Shy try. The unmeasurable distortion and
extremely low noise of the 1000B did not
- .' happenr by accident, but are the result
In m of design and manufacturing techniques
- developed over the years.
m‘m mam’ In recording’ broadcast, and sound
. EpN reinforcement, the audio professional
rdlaullty relies upon the equalizer to maximize
sonic performance. The 1000B can ease

am Whl equalization problems while insuring
m years of trouble free operation.

L ¥ 4

For turther information contact:
Specifications

T.HD. .0018% (Test Equipment Residual)

.M. .0018% (Tgst Equipment Residual)
*Signal/Noise Ratio 104 dB below + 4dBv

Frequency Response 20 Hz to 20kHz, + .5dB, + 18dBv

Input Impedance Balanced, 10k ohms, Unbalanced,

100k ohms 3750 Airport Road
Output Impedance Less than 1 ohm, typically .3 ohm Ogden, Utah 84403
(801) 392-7531
*Specification unweighted, 20 Hz to 20kHz. Spectra Sound is a wholly

owned subsidiary of Spectra Sonics.



A work of art should be rewarded
with another work of art.

Introducing the Scotty Award,

The Scotty Award is an original oil portrait
commissioned foreach of the best recording
artists in the business. It's a work of art as unique
as the honor it represents. And it represents
quite an honor.

Just to qualify, you have to master on Scotch”®
Recording Tape and achieve RIAA gold or
platinum status. Even then, only a select few will
be chosen.

But these select few will not be the only ones
who win. A $5000 music scholarship will be
awarded by 3M to a promising new artist chosen

by the Best of Show winner. An additional $1000
will be awarded by 3M to the Muscular
Dystrophy Foundation in the name of each
winning artist. And $100 will be awarded 10
Muscular Dystrophy for each qualified nominaton

Who will the first Scotty Award winners be?
That's up to you. Were now accepiing no™inatons
for recordings that reached go'd or p'atinum
status during 1980

So contact your 3M Field Representative for
details and nomination forms Help the foriunaie
and the less fortunate win a Scotty Award

Scotch Recording Tape

Magnetic A/V Products Division

Scotch 15 4 ragistered trademara of 3M

3M Hears You




COMMITTEE
REPORT

Society of Professional Audio Recording Studios
112 S. 16th St., Suite 906, Philadelphia, PA 19102

Philadelphia, PA (February 4, 1981)—The Society of Professional
Audio Recording Studios (SPARS) recently held a board of directors
meeting under the leadership of newly elected President Murray R. Allen,
of Universal Recording Corporation, in Chicago.

During the meeting five new members were approved: Advisory
Associate  Members—Ampex Corporation/Magretic Tape Division,
Richard Antonio; and MCI, G.C. “Jeep” Harned; Affiliate Member—
Strawberry Jamm Recording Studio, Bob Curlee, West Columbia, South
Carolina; and Associate Members—Hamilton H. Brosious of Audiotechni-
ques, Stamford, CT.; and Vipin Sahgal of V. Sahgal & Associates, Beverly
Hills, CA

Plans were also formalized for a major SPARS Convention slated for
Nashville, TN., from Thursday, August 27, through Saturday, August 29
Titled “Partners For Profit & Progress,” the event will be held at the
Opryland Hotel and will feature exhibits of video and audio manufacturers,
record companies and recording studios

Timely, valuable and unique seminars will be presented by some of
the most respected figures in the audio and video industries. A significant
keynote speaker will kick off activities with an overview of "What The
Record Company Looks For From The Recording Studio.” Succeeding
seminars will address a myriad of subjects including video sweetening com-
puters, production, engineering, microphone techniques, equipment
financing, legal aspects, remotes, marketing and merchandising concepts.
A concluding dinner Saturday evening (29th) will spotlight a show of ex-
citing Nashville entertainment. Additional details will be forthcoming.

Naticnal Association of Record Merchandisers
1060 Kings Hwy. North, Cherry Hill, N] 08034

The largest and most intensive campaign ever in behalf of black
music will take place over the next six months as both the Black Music
Association and National Association of Recording Merchandisers host
meetings to expand sales and influence of black music and black artists.
The campaign, to be called "Black Music Is Green,” will receive its initial
presentation at the NARM Convention in Florida on Monday, April 13, and
at the BMA Conference in Los Angeles this spring. It will also be seen at
future NARM and BMA local meetings to educate record merchandisers of
the importance and profitability of black music.

National Association of Broadcasters
1771 N Street, N.W., Washington, DC 20036

Washington, December 23.—Wallace “Wally" E. Johnson, executive
director, Association for Broadcast Engineering Standards (ABES),
Washington, D.C., will receive the National Association of Broadcasters'
1981 Engineering Achievement Award.

The award will be presented at the NAB engineering conference
luncheon on Tuesday, April 14. The conference will be held in conjunction
with NAB's 59th annual convention April 12-15 at the Las Vegas Conven-
tion Center.

Johnson previously was chief of the Federal Communications Com-
mission’s Broadcast Bureau. He joined the Commission in 1942 as a radio
inspector in Seattle, WA., and moved to Washington, D.C., in 1943 as a

radio engineer. he subsequently served as chief of the Existing Qualities
Branch, the New and Changed Facilites Branch, the Broadcast Facilities
Division and assistant chief of the Broadcast Bureau. He was Broadcast
Bureau chief from 1971 until he joined ABES in November, 1979

National Academy of Recording Arts and Sciences
4444 Riverside Dr., Burbank, CA 91505

An enthusiastic group of 110 attended the San Francisco NARAS
chapter’s Valentines Day seminar entitled "Session Work for Musicians and
Singers—How to get it/How to use 1t,” held at the Great American Music
Hall. During the seven hour event the experience hungry crowd was
treated to an invaluable volume of first hand information passed along by
many of the Bay Area's most accomplished studio engineers, producers,
musical contractors and musicians

The seminar underscored the San Francisco chapter's commitment
to support the evolution of San Francisco into a major music industry
center. It also set the stage for future specific seminars and activities to
generate a professional talent pool of studio musicians.

The Atlanta chapter roasted one of its most illustrious members, Bill
Lowery, at the Century Center Hotel in Atlanta on March 26. Lowery,
President of The Lowery Group of Music Publishing Companies, served as
founding President of the Atlanta chapter of the Academy in 1969 as well
as National President of the Recording Academy in 1973 and 1974. The
roast was held as a fund raiser for the local chapter

Association of Professional Recording Studios
23 Chestnut Ave., Charleywood, Herts WD3 4HA, England

Following a well-attended inaugral meeting of the Digital Harmonisa-
tion Working Party, held during the recent International Broadcasting Con-
vention in Brighton, The Association of Professional Recording Studios will
continue to act as a coordinating body for the Working Party's activities.

The APRS has now organized and financed two such meetings, in-
tended to explore the possibility of multitrack recording studios adopting
an International Digital Standard, should one be feasible, and will be acting
as a distribution centre for the exchange of documents between Working
Party members.

Muscle Shoals Music Association
P.O. Box 2009, Muscle Shoals, AL 35660

The Muscle Shoals Music Association is already getting a good re-
sponse for attendance for the fourth annual records and producers seminar
at Joe Wheeler resort in Alabama during May 20th through May 22nd.

President of MSMA, Jimmy Johnson of Muscle Shoals Sound
Studios, says the general theme for this year's three-day event will be,
"Who Gets What In The Recording Business—Slicing The Recording Pie.”
The 1981 program will involve panel discussions on such topics as,
“Record Companies/Publishers—Do they have anything at all in common?”
“Artists, Writers and Producers—Who gets what?" and “Promotions—
Indies or what?”

Advance registration for the seminar and association activities is
$100 per person and $75 for MSMA members. Inquiries about registration
and lodging should be directed to Draper at telephone: (205)381-1442. B
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Eight good reasons tobe
a Beyer Buyer.

one The first reason is Beyer. We have fifty years N five Beyer microphone
experience making the world’s finest microphones and ) stands and booms. A full
headphones. And an unmatched reputation for quality, range of mic mounts for fioor
reliability and innovation. The choice of professionals and desk use, with fixed and
everywhere. folding bases. Available with

two M 160. One of the world's best-loved and most collapsible tubes for easy
versatile microphones. Warm, soft sound packing. Also heavy‘-duty
favored by vocalists and stands for speaker cabinets.
musicians alike. Dual six Beyer microphone ac-
ribbon design for cessories. Wind screens, im-
high strength and pedance matching trans-
fast transient response. | formers, in-line switches,

power supplies, wireless
three Beyer headphones. A transmitters, stereo arms,
full range of high quality professional goosenecks, clamps, thread
models f9r C'I'Ithél| monitoring a‘nd reliable adapters, anti-shock sus-
communication. DT 109 combines stereo headphones | pensions, and even a mic
and boom-mounted microphone, ideal for on-air use 8 stand as,htray' The whole
and disco deejays. DT 444S wireless headphone re- X

) d f F d LED - works. If you can use it with a
ceives sound from an infra-re transmitter up to mic, we make it.

300 feet away. Full 20-20,000Hz frequency
response. Six hour stereo operation on re-
chargeable NiCad batteries.

four The new M 400. A great per-
former's mic. Supercardioid pick-up
pattern to minimize feedback. Rugged
design for long life. Tapered frequency
response with rising high end and
rolled off lows, plus midrange pre-
sence boost. Built-in humbucking
coil and pop filter. Dynamic de-
sign is unaffected by heat
and humidity.

seven M 713.

One of our unsur-

passed studio condenser

mics. Modular system; accepts different transducer cap
sules and power supplies. Gold-vapored myla

diaphragm for high transient response. Mu
B mertal shield. Temperature and humidity stable
ever . eight See your dealer or write for in:
D formation on our product line. You'll havt
/ Vnal I "C many more reasons to be a Beyerbuye

' BEYER DYNAMIC, INC.

5-05 Burns Avenue, Hicksville, NY 11801 « (516) 935-8000
In Canada, H. Roy Gray, Ltd.
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SOME OTHER FACTORS...

by Larry Blakely

For the past three issues this column has
been devoted to looking into various aspects of
digital tape recording. At the completion of this
month’s column all of the areas that we set out to
discuss will have been covered. We will also have
set the stage for next month's special forum on
digital recording, where we will have the manu-
facturers of digital systems describe them to you.

One aspect of digital that has been discus-
sed very little is that of editing. The sophisticated
nature of digital recording opposes the idea of
tape cutting with scissors or razor blades as is
done when editing a conventional analog tape.
There are some digital tape machine manufac-
turers who propose editing via actual tape cut-
ting, however, many engineers experienced with
digital recording equipment feel that this ap-
proach is extremely hazardous. A new procedure
called electronic editing has been incorporated
into the systems of a few manufacturers, although
in some cases these editing systems are quite
sophisticated, somewhat cumbersome and time
consuming to use.

This type of electronic editing typically
requires locating and identifying the various parts
of the selection to be pieced together, playing
them through the editor on one digital tape
machine and copying them on another. This can
be a very tedious process, especially if there are
a large number of difficult edits. This is certainly
not as easy as fast forwarding or rewinding to
locate two editing points, marking them with a
grease pencil, cutting the tape with a blade and
splicing the two pieces together.

Many in our industry feel that digital audio
technology ha's not yet evolved enough to war-
rant its use or the spending of such a great deal of
money on the equipment. Any type of technology
has limits. Can the audible quality of digital get

better? And if so, when, and how much will it
cost? It is also important to point out that it takes
time for technology to evolve and digital record-
ing will evolve in its own sweet time. If you want
digital today, you must get on the band wagon
and use what is currently available. If not, you will
just have to wait until the next band wagon comes
along.

It is also important to point out that any
new type of technology, when first introduced, is
expensive. Digital tape recording equipment is
no exception. Will this equipment become less
expensive? Most likely! One must also keep in
mind that digital equipment is complex; more
features and higher quality usually require more
computing power, and the amount of computing
power has a direct relationship to cost. As
always, the less expensive equipment will have
less features and maybe less quality. I think that
we will have to resign ourselves, though, to the
fact that top quality professional digital audio re-
cording will more than likely continue to be an
expensive process.

Can the quality of analog tape recording
get any better? I have had this discussion with a
few design engineers and it is their feeling that it
is possible for analog to become significantly bet-
ter. They also feel that maybe the interest in
digital technology will be the “kick in the pants”
that is needed to bring this about. On the other
hand, there is also the possibility that analog
design engineers will throw up their hands and
climb onto the digital bandwagon. One thing you
can count on though, if analog soon becomes
significantly better it will be the pressure from
digital that did it

At any point we choose there is still a lot of
controversy regarding digital. Many think it is
great, and some say they hate it. As I pointed out
in a previous column, the only valid audible test

for any recording format is to compare it to the
live signal over the monitors before it reaches the
tape recorder. It does no good to compare tapes
of one format (analog) to another (digital) be-
cause you would only be deciding which sound
you prefer. This test has no tie to the real test,
which is, “how accurately did it reproduce the
original signal?” Some have talked of assembling
a “golden eared” listening panel of industry ex-
perts to make a comparison between an analog
tape recorded signal, a digital tape recorded
signal and the sound of the live performance over
the monitors. My guess is that it will just have to
be up to us to make our own valid listening tests
and make up our own minds. And the sooner we
do, the sooner we'll know.

One of the largest obstacles in the path of
digital tape recording is the lack of standardiza-
tion of recording formats. Our industry has
always operated with an interchange of tapes
from one studio to another throughout the world.
The existence of a number of incompatible digital
recording formats would place a serious cramp in
the style and methods in which recording is done
in our industry. Some studio owners say they will
refuse to purchase digital tape recording equip-
ment until it is obvious which format will be the
standard.

The cost of these machines and related
equipment is also very high. Many of the larger
studio owners feel that the addition of a digital
tape recorder would add some $50.00 per hour
to the rate card. It would be difficult in most cases
to support such an investment while the record-
ing business is in its current depressed state.

Where does all of this lead? We will all just
have to wait and see. One thing I feel is certain.
We will live in a world of digital audio. It just looks
like it might get real messy before all is said and
done. ]

L —
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Maxell gives
yvou the
professional
advantage.

If your professional or business
requirements call for the regular use of
blank audio or video recording tape, you
can't afford to lose production time be-
cause of inferior products. As a matter
of fact, you need the kind of tape that
consistently provides you with all the
advantages of performance and dura-
bility you depend on for professional
results. Wecallit The Professional Advan-
tage. and at Maxell we are dedicated to
giving you just that, with every audio and
video tape we make

Our magnetic tape products
empioy highly sophisticated formu
lations that reproduce original source
material with exceptionalaccuracy, what-
ever the application. Our binder system
and processing techniques assure that
what you record, you keep--without
dropouts, shedding, print-through or
distortion.

Our superior cassette shell tech-
nology provides the precision necessary
for smooth and quiet tape transport with-
out slipping or jamming

We make it our business to man-
ufacture high quality products that give
you every advantage. You'll get the
professional results you demand, the
firsttime and every time you use a Maxell
audio or video tape. To discover more
about Maxell's professional advantages,
call one of our Regional Sales Offices:
Eastern Office, Moonachie, NJ (201)
440-8020 s Midwestern Office, Glen-
ellyn, IL (312) 469-3615 = Western Of-
fice, San Jose, CA (408) 238-2900

maxell
N\

The Professional Advantage

Maxell Corporation of America
60 Oxford Drive, Moonachie, NJ 07074
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RecordinGg
iN The
NorTHhHeAsT

Corridor

AN OVERVIEW

by Winn Schwartau

Some people have tended to think
through the mid to latter part of 1980 that the
economy has been hitting the recording studio
business harder than other segments of the
business world. This, however, is simply not the
case. The entertainment industry in past
recessions, has seemed to thrive a little better
than other industries; but the 1980 slow down
affected all segments of the business world
more severely. Still, the recording industry was
not as hard hit as we thought.

What happened then? Why were and are
the studios crying poverty for lack of business?
It's difficult to pinpoint the exact cause, even
after interviewing several of the major studios in
the NY, Boston and Philadelphia areas. No one
studio would admit that it was truly hurting
from the recession, but a few did say that a

lack of record company spending on high
budget projects did cause some slowdown in
studio bookings. Some studios admitted an
occasional layotf, but more often, staff depletion
to compensate for less studio time was
permitted to occur through attrition.

With rates in the NY area averaging in
the $200 per hour range, (although most
studios give bulk time discounts), many owners
feel that the rates alone and the amount of time
and money spent in the studio to complete a
record project contributes to the lack of
spending, or willingness to invest on new
groups, by record labels. (Only 5% of
recorded music ever reaches the airwaves.)

Cashflow is one of the factors that also
contributes to studios’ problems. Some of the
smaller studios often require all bills to be paid
right on the spot, as do the majors with clients

RITCHIE BLACKMORE & RAINBOW * BLUE OYSTER CULT
MARTIN BIRCH * ROGER GLOVER * BLACK SABBATH * BLUE ANGEL
TIM FRIESE-GREENE * ROBIN GIBB * BLUE WEAVER * MECO
JIMMY RUFFIN * ROCHE SISTERS * ROY HALEE * TOUCH
REGINA and the RED HOTS * FLO and EDDIE * RICHARD GOTTEHRER
DAVID POMERANZ * JOAN JETT and the BLACKHEARTS

SOUND

STUDIOS

6801 JERICHO TPKE * SYOSSET, LONG ISLAND, NY 11791 * (516) 364-8666
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who are new to their facility. But, with the
larger labels and advertising agencies, accounts
must be arranged and here is often where'
payment problems begin. Several studios
maintain that all of their billings are generally
paid within the normal 30 day period; but
others complain of payments schedules
exceeding 90 days. The average collection time
for studios, in the Northeast is 53.75 days, from
date of billing

We are obviously in the midst of the
weeding-out period of the studios and
personnel within the studios. This has happened
in the past, but perhaps this time there are
somewhat different reasons. In the last
recession, of 1973-1974, several studios went
under, as have in the last year. By the time this
issue has reached press, NY will have seen one
of the largest auctions in many years. Many
studio owners, who did not get into the studio
business, other than perhaps to have a facility
to aid their publishing company, or
songwriting, have found that carrying a studio
may not be for them and they are thus
disposing of their gear

Optimism, though seems to be the key
thoughts from most of the studios in the
northeast. It stems from the fact that NY area
studios do not rely on only one type of
recording business for their day to day income
Some studios do perhaps 95% agency work,
while only 5% record business; others may do
the exact opposite. The apparent return of a lot
of film and TV audio recording as well as
record production to the Northeast from the
West has helped many studios. According to
Bob Walters of Power Station Recording
Studios, ... the energy and vitality has always
been here. The creativity is here. NY has
everything California has, except more.”

The “average” studio balances its
recording work in three basic areas:
Advertising, Jingles: 37%; Record Production:
49%; Film and TV: 14%. More often than not,
a studio gets a reputation for a certain ‘sound’
that's good for one wave of music only. The
need for diversification in studio operation and
clientelle is a must for any of the major
overhead studios to wade through the past and
future business quagmires. A studio must be
able to not only make a record, but lock to
video for a commercial to offer production
services, (ala voice overs, SFX, etc.) and
handle a classical date rather than only the
overdubbed rhythm section album

While optimism was present at the studios
we surveyed, there was also a substantial
amount ot criticism and opinions as to how the
studio will operate in the 1980's. . . .it used to
be it the song was good, you could make a hit
on any equipment. Now you need the newest
gadget, or nobody will record at your studio
That attitude has to go. We need a new ‘wave’
of music which will let the record companies
start spending again. Without a plethora of
musical creativity, we'll all stay slow.”

This opinion was echoed by many
studios. Susan Planar of Mediasound, in NY,
feels that a lack of professionalism and technical
creativity has overcome many studio staffs and
a higher standard personnel will be required in
the 1980's. Don Frey of A&R in NY said that
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acquiring “. . .good, high quality help,
especially in the maintenance departments, is
one of our hardest tasks.” Another studio
manager said, "Our engineers cry ‘help’ every
time a switch breaks or there's a dirty
patchcord. Mixers should be able to do more
than just twiddle the knobs.”

One severe area of critical focus was
upon manufacturers. Ben Rizzi, of Mastersound
Productions in Long Island, feels that "... the
industry is pushing too hard. Manufacturers are
leading the pack in technical developments,
rather than reaching to the studios for their real
and immediate needs. Look at Quad. What a
fiasco. Now there's digital. There we are again,
like Quad, with too many different non-
compatable systems, a lack of reliability and 1
don't think digital sounds right. Not yet. Maybe
in five years.”

Digital was a sore point also for many
studios. The consensus agrees with Rizzi, in that
digital isn't really right yet and the price
certainly can't justiy every major studio buying
a multitrack digital machine; especially when
the studio down the block might have a
completely different format. At least with
multitrack analogue, we had the NAB, IEC and
AES standards to work with; track widths were
a natural. Bob Schaftner, of Sound Ideas, has
the only digitally equipped studio in New York,
at present. He feels that having digital makes
Sound Ideas a little different than all the others
and has helped them and will continue to help
them through the rough times

Rob Cavicchio, owner of Sound Track in
Boston, put it succinctly for many studio
owners. "I'm not a technical wizard. [ just write
music and mix. But, [ do know that we are in a
technological crap game. The planned
obsolescence of the auto and appliance industry
has hit the audio industry. I'm almost scared to
buy anything, because next week, it'll be an
antique.’

So where does that leave the state of the
studios? Cautiously approaching optimism;
some more so than others. The one lesson to be
learned, is a simple one and perhaps may be
able not only to help studios throught the rough
times, but to deal effectively with the technical,
musical and economic developments of the
1980's. The age of specialization is over. As
Buckminster Fuller wrote, the coming
technical years will require the use of
ephemeralization; doing more with less...” That
was written in the 1920's

We should all realize that we can no
longer consider ourselves an isolated group of
talented people who make hit records because
we enjoy it. The industry has evolved rapidly in
the last decade and we must now accept the
fact that ... we are no longer in the record
industry. We are in the recording industry and
that means recording anything, anywhere, on
any media, in the best way we can.”

Winn Schwartau is a frequent contributor to
Mix, as well as other professional audio
magazines. He is also the president of
Empirical Audio, in Ossining, New York; co-
owner of Sleepy Hollow Manufacturing; and
owner of Nashville North Recording Studio
in New York City. a
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e Infinite (non-deteriorating) repeat

e Unique VCO with infinitely variable

é Deltalab DeltaLab Research, Inc.

e 15k Hz Bandwidth at all delay settings

e Resonant and doppler effects

waveshape control.

27 Industrial Avenue, Chelmsford, Mass. 01824

Tel. (617) 256-9034

® 512 milliseconds delay at full band-

width
e 2.5 seconds delay with external

Canadian Distributor:

® Footswitch control of effects

Heinl Audio Devélopments, Inc,
Markham, Ontario, Canada

e 90 dB min.; 95 dB typ Dynamic Range

e Limited 2 year warranty

memory module
e Flanging/Doubling/Echo

(416) 495-0688

Tel:

¢ Digital Octave Flanging (a new effect)

DL -4 Time Line™ Performer Series available at quality dealers
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STUDER A80VU Mk il

Srowm e 20-20cress mamon,

THE AS0VU MARK III...
ANOTHER UNAPPROACHABLE STUDER!

No other multitrack recording system has ever neared
the degree of perfection attained by STUDER, and the new A8OVU
Mark Iil represents one more milestone in the decade-long production of

this classic machine. As always, STUDER sets and maintains the standard for
the industry.

This newest A80 from STUDER has been outfitted with a completely
redesigned, “close proximity” headblock for virtually undetectable drop-in/
drop-out operations and totally reliable performance in the most demanding
situations. Actually, the repositioning of the erase/record/playback heads is
one of the few modifications made since the A80’s inception, the original

design being so advanced that a revision would be meaningless.
The new A80VU Mark HI svstem includes a 20-address memory,
microprocessor controlled, programmable autolocator with channel remote, which
enables all tape deck functions to be operated within easv reach of the
engineer at console position. The autolocator remote control is packaged
as a fully-adjustable, freestanding unit.
As with all A80 models, the Mark IIl functions flawlessly and with
satin smoothness—a machine worthyv ot its name and the absolute confi-
dence professionals place in it.

Crarnel remole

STUDER

Studer Revox America. Inc. 1425 Elm Hill Pike. Nashville. TN 37210 (615) 254-5651

Offices: Los Angeles (213) 780-4234 New Yor@{212)25%:0462 Canada’ Studer Revox Canada. Ltd.
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a Bongiovi &

by James Riordan

Tony Bongiovi has engineered and pro-
duced a wide range of artists and established a
reputation as not only a master techrucian, but
one with probing insight. His work with artists
such as Marvin Gaye, Gloria Gaynor, The Grate-
ful Dead, limi Hendrix, Freda Payne, The
Ranones, Diana Ross, The Talking Heads, The
Temptations, Tratfic, Stevie Wonder and Frank
Zappa illustrates the variety and depth of his
production talent

Bongiovi began his career early in life and
describes his first efforts at breaking in. "When 1
was in high school | became interested in making
records, so [ took the train from my hometown in
New Jersey to New York and visited Capitol
Records. They told me 1 should prepare to be an
engineer so | began taking high school courses in
pre-engineering and electronics (which I really
didn't need, but now I'm glad [ did.) There were
no schools or accredited courses in sound en-
gireering then, so you just had to learn anyway
that you could. | used to take the train to New
York whenever | could to watch the recording
sessions, hoping to learn.

Getting hands on equipment experience
did not come easy. "There was nothing that you
could buy at that level, so to study you had to
budd your own mixers and things. I put some stuft
tocether anc began recording local bands. One
dav | called the chief engineer at Motown Re-
co'ds and told him how [ thought they got the
scund on some of their records. They offered to
fly me out to Detroit and show me arcund and [
wiund up doing a lot of work for Motown Then
in 67 | worked at Apostolic which was the first
twelve track, oneiinch tape installation. The
console | nelped install was the first one
manufactured by Automated Processes

Bongiovi has done a good deal of his
producing with Lance Quinn and Meco Mon-
ardo. "l don't make records all by myself. Most of
the rock n' roll records I've been doing have been
with Lance and the pop or orchestrated records

Tony

with Meco and Lance together. 1 first met Lance
in Washington D.C.. When | was working in New
York [ would often fly my little airplane down
there and lock for artists. I met Al Downing there
who [ still do records with today, and his guitar
player at the time was Lance Quinn. After |
worked at the Record Plant | went to Media
Sound and there | met Meco Monardo, who was
a trombone player in the studio. [ told him I would
like to make some records of my own on the
weekends; but in those days you had to have an
arrangement for the mu:icians, so we got to-
gether After we'd workec together for a year we
found Gloria Gaynor and did "Never Can Say
Goodbye”

Bongiovi is part owner of one of the most
successful studios in New York, The Power
Station, which he built himself. The studio has
been used by top acts in the business including

Blondie, David Bowie, "he Cars, Chic, The
Clash, Dire Straits, Meatloaf, Stevie Nicks
Graham Parker, The Holling Stones, Carly

Simon, Bruce Springstezn and The Talking
Heads. "The Power Station really came about
when Meco called and wanted me to see Star
Wars because he had an 1dea about making a
condensed version of the movie on a record. He
got together with Harold Wheeler to figure out
what music they could dc from the movie and |
made the record with ther. | did the stuft like the
half speed horns, turning the tape upside down in
the middle, and all that ottier nonsense. | took the
money | made from that record and went to Bob
Walters, who was one o the owners of Media
Sound, and asked him to star* a studio with me |
knew | could build the studio and then | would
make the records and he'd run the business. So |
mortgaged everything | owned and we raised
enough money to do it. While [ was building the
studio | got together witti Tommy Ramone and
later did the first albuin with the Ramones
Through them | got invclved with The Talking
Heads (first album) and through them [ did the
Tuft Darts, The Rezellos, and later Cindy Bullens
Everytime | made one of those records, they

seemed to sell. This is Power Station’s fourth year
and things have gone very well. | just finished a
record with a group called Balance which | think
is a real strong rock n' roll band and I'm doing
another group with Lance called The Electrics

With a track record as extensive as
Bongiovi's it's interesting to note what aspects of
producing he considers to be his strongpoints
‘My strength as producer comes from having the
ability to hear the total record the way it will
sound when finished. | learned a lot from
Motown. The producers there would edit and
move things around a lot and [ would take what |
learned from them back to New York. Later
when [ started working with psychadelic effects
and things with Hendrix, I would pass that
knowledge on in Detroit. When I mix, [ just go by
the way | hear it. | don't have any trouble cutting
out an intricate arrangement because, not being
a musician, | really don't know what it took to
write it anyway. It might be great, but [ may not
think it belongs in the record. | guess there are
good and bad points to that, but it does make it a
bit easier to edit

Needless to say Bongiowvi has had some
interesting projects and | asked him to elaborate
on his favorites. “This Balance record that | just
completed is one of my all time favorite projects
The "Crash Landing” record | did with the
Hendrix tapes was one of the hardest. Al Douglas
came to me with all these tapes after Hendrix
died and wanted to make a record out of them. It
was very sketchy When Hendrix recorded, he
would often play a lot of parts himself and add
other musicians after the band had done their
parts He might do the same song five or six
nghts in a row with all kinds of different
combinations | had to find the different takes and
splice them all together. ['d find one with a really
good guitar solo and 1'd lift that out and put it in
another take. Sometimes the drums would play
three-quarters of the way through and then the
guy would just get up and walk away, so I'd bring
in a drummer to match the track. | had to matck
the sound and make the guitar solo work in time,
so it involved a lot of editing. It was a lot of work
but the record came out all right and sold real
wel

What is Bongiovi's advice to someone start
ing out 1n producing” "At this time, considering
the state of the business, it would be wise tc
seriously consider doing something else, but i
you're going to be a producer you have to get ou:
there and do 1t no matter what level you have tc
do it on. There are a lot of ways to produce
Some producers dictate the entire record and

>me work with bands as more of a referee be

tween the various factions of the band
producer might contribute a whole lot of musical
deas or he may contribute a whole lot in other
areas A producer can be different things to
different artists ]
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A by Bruce C. Pilato
s | rang the buzzer outside the main

entrance to Utopia Video Studios in Bearsville,
N.Y., my friend and I cculd hear the yelping of
what seemed to be a small and very excited
dog. As the door opened we were greeted by
a tall and lanky Todd Rundgren and his pet
mutt, Furburger, a dead ringer for Toto

[t was a Saturday during the coldest part
of Winter and the town (just a stone's throw
from Woodstock) seemed deserted. For Todd,
today would be yet another interruption from
his relaxing lifestyle at home to talk again about
his newest project and foremost concern
Utopia Video

Having been an accomplished solo artist
and group member since 1967, as well as one
of rock & roll's most successful producers, Todd
Rundgren is now focusing on the marriage of
audio and video by building and maintaining
one of the foremost studios of its kind

Located about 2%2 hours north of New
York City, Utopia Video occupies a new 2500
sq. ft. building, employs never less than 10
people and sometimes as many as 30, houses
some of the finest state-of-the-art video
equipment, and thus far has cost nearly $2
million. And according to Rundgren, it cost a
staggering $40,000 to $50,000 per month just
to keep open!

Dressed in a Utopia warm-up jacket and
pants and a pair of space sneakers, Rundgren
stretched out in front of the control board and
talked for several hours about Utopia Video
and the present state of the video and music
industries, as well as his career as a musician
and record producer

"] don't think that I crystalized on the fact
that video was the next big thing; initially it was
just something | was interested in,” Todd said
matter-of-factly. "I didn't know it was going to
become as popular a medium as it is now. |
mean, it was always a popular medium but not
as attractive to musicians as it is now. | just got
into it because 1 was personally interested in it
That was about six years ago

Utopia Video began about two years ago

in Todd's audio studio located in his Bearsville
home. Soon afterwards, he moved it into one of
the big vacant rooms in the Bearsville Records
studio. Rundgren'’s former manager, Albert
Grossman, built the current studio to Todd's
specifications and presently leases it to him
Grossman is president of Rundgren’s label,
Bearsville Records, and is a former manager of
Bob Dylan and Janis Joplin.

For Todd, getting the studio going didn't
require an immense amount of initial planning
T just started ordering equipment,” he said as
though it almost required no decision at all. "It's
still not completed, though. We're always trying
to keep up with the state of the art.

Rundgren purchased some of the finest
video equipment available, among them: the
Squeeze Zoom, the Rutt/Etra video synthesizer,
the EMS spectre synthesizer, the BJA
Chromaton, a massive computerized lighting
system, the Ultimatte keying device and a row
of Sony |" broadcast quality video recorders

Of the Squeeze Zoom, Rundgren said
It's the new generation of popular video
manipulation devices that you see on
commercials constantly. The networks use them
a lot, too. They're just used for shrinking
pictures and rotating them. It's a reposition and
rescaling device. It gives you a lot of control in
the end, but it only remembers one frame. You
can only freeze one frame.”

The RUTT ETRA is the original video
synthesizer. It is black and white and the
picture has to be colorized later on. The
machine is generally used for graphics and, like
the Squeeze Zoom, the image is also
repositional. "It works on a different principle,
said Rundgren. "You can change the
characteristics of pictures. You can take a
square picture and make it spherical.’

Rundgren'’s first piece of video equipment
was the EMS Spectre. "That's the most like a
video synthesizer in the sense that it actually
provides you with raw material to mess with
The other synthesizers are all processing
devices; they don't create images, they just
process them. But that synthesizer actually has

a catalog of patterns and images that you «an
combine and homogenize and just general'y
mush together. [t can also process some
material, to an extent

The B'A Chromaon is a simiiar
synthesizer to the EMS Spectre, the main
difference being that the BJA is somewhat
ana'og while the EMS iz digital. The studio’s
control board was purchased as a standard
board and then customized by Rundgren’s
engineers after it arrived and was installed
Ruridgren bought the board and the Squeeze
Zoom as a packags; both are made by Vital
Industries

Although the building seems filled
enti-ely with Utopia Vid=o, | wordered if
Rurdigren w.s cersidering combining his video
and audio studios in -he future. “Well, we have
audo here, already. We've got 16 tracks in
case someore wanted 1o use it fzr something.
It's a Stevens machne. In fact, I did all my ola
records on it before T moved up to 24 tracks. It
was first used on Wizard: A Trae Star.”

In 1979, Rundgren did hi first majer
production in :he new Studio. It was a video
adaotion of Tcmi‘a s interpretation of Gustav
Hol:t's The Planets. The sci-f: siory centers
around a yourg boy who escapes cut his
bedroom window into & waiting spaceship and
journeys through the ga'axy. 1 guess you cculd
say it's kind of a cross between Peter Pan and
Star Wars.

While trying tc get the uncooperative TV
moritor to work sc we could see The Planets,
Rundgren spoke oitterly of the project which,
after being half completed, is presently in a
state of limbo

Rungren's reason for chocsing The
Planets in the first place was because of RCA
Not only did FCA own Tomita's record, but
they also owned the patent or. the Selecta-
Vision, a model ¢l the video disk RCA had
told Rundgren to go aread with the project,
which they thougnt they could use as a
demonstraticn piece fos their video disk
machine

The production tcok months and
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with

Todd Rundgren

%150,000 to complete the first half of Tomita's
recording. When Rundgren showed what he

nad acccmplished to RCA executives they said,

n Todd's words, “thanks, but no thanks.” It
wasn't the production they were guestioning,
out its cost. RCA said they were not willing to
nvest that kind of money for the development
of softwear until they were assured of .a

stronger market. They paid Rundgren $30,000
tor the promotion rights. He was out $120,000

and had no funding to complete it

Rundgren left the meeting with RCA
furious. In November 1979, he spoke at a
major music/video conference in Los Angeles
Alter showing the half-completed production,
Rundgren mounted the podium to a standing
ovation. His 30 minute presentation, however,

was mostly an attack on RCA and its Selecta-
Vision system. "RCA has spent $100 million
developing the machine,” he told his audien«e
angnly, "and has not spent 1% of that to
develop new softwear

"l was doing this thing for RCA in the
hopes that along with this mercenary attitude
they have, they might deveiop some artistic
responsibility . . .but, of coirse, | was wrone.”

°ver a year has past since Rundgrens

meeting with RCA, yet his disgust over the
whole affair hasn't decreased one bit. "RCA
was never interested in it from a realistic
standpoint. Not from the pcint that they'd have

to pay for original softwear. They're only
interested in things that have already been
reieased ulsewhere. And then they only pay a
m‘nimal lizensing fee. It's set on a royalty basis
It'’s not like the music industry.”

"They don't want to finance the softwear,”
continuec Rundgren, “because they don't have
the confidence in the sales potential of the'r
machine, essentially. In other words, to get a
return on something that cost $100, $200 or
$300,000 to produce, you gotta be able to sell
300,000 copies of it. And when you've only
got 10,080 machines in the market, you'rs not
gonna sell that many.”

Rundgren has more problems
surrounckng the release of The Planets, besides
RCA. When the Holst Estate heard about the
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viaeo production made to Tomita’s album, they
brought action against Rungdren, telling him he
couldn't use the music. Rundgren's lawyers
tried getting them to change their mind, but to
no avail. “Well, the bad news from the Holst
Estate is that under no circumstances will they
issue us a license for the use of the music,” said
Rundgren, sounding even further disgusted.
“They've got this ‘ass-holier-than thou’ attitude
and won't let us do anything with the music at
all. So we're investigating other possibilities.”

Rundgren stressed the point that the
Holst Estate was not upset with Rundgren's
video interpretation of the music, but rather his
use of Tomita's record. “Well, they didn't let
him do it; he just did it. Then they brought
liigation against him saying 'you can't release
that album’, for some ridiculous pompous
reason. I'm sure they're more pompous than the
orginal composer ever was, which is a

problem.’

‘Yeah," said Todd shaking his head in
disbelief, “it's still only half completed; it's still in
limbo.” Rundgren says he may either finish it
with a straight classical interpretation of the
music, or he may write and record an entirely
different musical soundtrack.

Todd's experience with The Planets left
him with a sour taste in his mouth for the video
disk. I asked Rundgren if he thought the video
disk would go the way of quadrophonic sound
systems, in the sense that the industry would
hype the hell out of them only to discover that
there's really no market for them. "I think the
video disk is sort of a quadrophonic, myself. It
has turned out to have a lot of disadvantages.
The main disadvantage is that you can't erase
what's already on the disk. A lot of technology
is overtaking it as well. There's two way cable
at this point, where you can order up anything
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you want. So why should you have disks that
you can't erase at a cost of $25 each, when for
$5 subscriptions you can get whatever you
want and much quicker. Then there's a lot of
things that will be originated for subscription
cable TV only and won't be available on video
disk at all.”

According to Rundgren, today's
economy can't really stand to create a market
for anything except for the video tape players
which are presently available to consumers. "I
don't think there's anything else necessary.
Subscription is probably the broadest media in
terms of video softwear available. Although it's
not available to everyone yet, eventually it will
be. I'mean, they're hooking up a million homes
at a time and it's always going, whereas video
disk is hoping to sell 50,000 machines in a
year. There is no way that video disk marketing
can keep up with cable. And then there's going
to be direct to home satellite TV as well.”

According to Todd, the reason he built

Utopia Video is to produce artistic video (and
audio) showcases for cable or network TV.
“Essentially, it's the same reason I built the
audio studio. If you want to get totally
immersed in the artistic process and not worry
about a clock or budget or things like that, you
have to have a facility that's independent of
those considerations. And video is an even
more expensive medium than audio to work in,
in terms of personnel and hardware and things
like that. So I didn't have any alternative. If I
wanted to get seriously involved I had to have
a facility like this one. I needed something that
wasn't going to represent or resemble a rat-
race situation.”

Two other projects that Rundgren is
working with are a TV show featuring his
group, Utopia, entitled Adventures In Utopia,
which promises to be a 1980's version of The
Monkees, and a more serious TV series entitled
How to Run For President. Although they will
happen eventually, Rundgren says it will be
some time before he gets to complete them.

“All those things have taken longer than
first proposed, mainly because of the state of
the economy. They've slowed it down. The
problem is the day to day finances of the
studio; the financial burden of keeping the
studio open is so great that I can't even work in
it!" said Todd, laughing slightly. “I have to
spend all my time producing records and things
like that in order to get enough financial
support to keep the studio going. It's a personal
liability since I own the studio. Subsequently,
we may have to take some financial steps to put
the studio on another level and relieve some of
the burden so we can get on with other
projects.”

Will that mean giving up a piece of the
ownership? "It may mean that,” Todd told me
as though that was something he could deal
with, “though it may mean something else. |
may give up part of the ownership, but I would
never give up the control. Not in terms of
percentage, but in terms of direction.”

Although Rundgren doesn't want Utopia
Video to be exclusively a music oriented video
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center, he realizes that a majority of the
productions that come out of there will be
based around music and/or musicians. In the
Sixties and Seventies, if a rock musician wanted
visual exposure on the screen it was either in
the form of live television (Ed Sullivan,
Shindig, American Bandstand) or in films
Help!, Woodstock, Mad Dogs & Englishmen,
etc.). In recent years however, it seems as
though every group has a video presentation to
go along with their new release. And it also
appears that the rock oriented film, such as A
Hard Day’s Night, is now obsolete, or at least
impractical.

“Rock music is the music of our
generation,” Rundgren told me, “just the way
BeBop and Swing music was the music of the
last generation. And all through the 1930's
there wasn't any television but there were a
whole lot of movies based on the contemporary
music of the time. It's just that lately, the movies
have been really bad and drawn upon the
worst music for their basis—disco music and
things like that. Because of the mercenary
attitude of people in the music industry, it's
been recognized as transient in nature. It's a
real discredited music form and they make
movies like Can’t Stop The Music and
Xanadu. They become novelties and they
become dated. People are no longer interested
in that kind of music and they don't go to those
movies. Aside from that, the music is not that
spectacular. | mean, it's all right, but nothing
remarkable.”

One alternative, especially for Rundgren,
would be to produce video films. In 1971,
Frank Zappa produced and released 200
Motels, the first film ever made entirely on
video. "I haven't seen that or Baby Snakes
(Zappa's second video film.) [ think we've
thought about it, but in our particular case,
which is Utopia, we're not a giant enough
commercial entity to be able to justily that type
of thing. The reason is that we're always going
for something artistic rather than something
commercial. That's why we never became large
enough commercially to engage in the
grandiose artistic consciousness. If we ever did,
it wouldn't be a Can’t Stop The Music or
Xanadu; it would be something where the
music was much more important.”

Tle music industry of late has taken to

video. As the video industry and market
continues to expand, record companies see
their most visual artists as naturals for the 19"
screen. In the last five years, it has become a
common practice to release a video
accompaniment to an artist's hit single. More
recently, some groups have done video
presentations of entire albums, among them,
Blondie. Inside the jacket of the recent double
live Kinks album, One For The Road, there is
an order form to buy a Kinks Video featuring
four selections from the album. The cost:

$30.00

Aside from hard core Kinks fans, it
doesn't seem as though many music fans would
shell out 30 bucks to watch them play four
songs, especially when they can catch the
group on Midnight Special, Fridays, Solid
Gold or several other national or syndicated
TV shows. "That's exactly what I'm saying!” said
Rundgren enthusiastically. “That’s why I'm not
oriented towards the so-called ‘rock video
market’. | do them occasionally, but you know
they were originally done for promotion. They
weren't intended to be sold anywhere. They
were originally done so groups could get
exposure on national television, or more
importantly, on international television. So you
get exposure on European television, without
having to go over there. They were just a
promotional device; big commercials. A
commercial the length of the song, to sell the
song. That's why we're oriented towards more
or less show pieces that are designed for the
cable or broadcast market, cause that's where
the exposure is.”

Rundgren also doesn't beieve that video
will completely replace the art of live
performance. However, with the growing cost
of touring and the ever increasing competition
on the road, he does feel that video could offset
a substantial portion of live tours, and relatively
soon. | mentioned the recent Grateful Dead
Halloween Concert from Radio City Music Hall
that was shown in theaters all across the
country. Both the video and audio quality was
far less than desirable, yet tickets cost nearly as
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much as the actual concert.

“The big problem is you don't have a ot
of control, or as much cantro! with the live
performance,” Todd continues. "You can't go to
one hundred cities and make sure everything is
going smooth. When things like that happen it
only hurts the concept. [ don't really think i*'s
such a bad concept. The difference is that
you're not at home sitting tnere watching it on
TV—you're there with all the other Dead Heads

and it's a real party. It depends on how high
you are as to whether or not you notice the
shitty quality,” he says laughingly.

Rundgren thinks that in the near future,
some artists (especially major ones) will
videotape one of their shows, sell it to cable or
network TV for scmething like $'00,000 and
get it shown to millions of people in one shot,
instead of touring for three months.

Some artists, David Bowie in particular,
have not been available to tour and therefore
have done very artistic video presentations. "I
haven't seen that much yet. I've seen David
Bowie's stuff, which obviously has a lot more
work and thought invested in it than most other
videos. It's personal and goes beyond just being
a promotional thing. I like the fact that it's a
versatile statement.”

For the 33 year old Rundgren, Utopia
Video is just another step in ar. already
successful and challenging career. In the late
Sixties, he led the Nazz, one of the better pop
bands to emerge out of the psychedelic era.
Following the band's break-up in 1970, Todd
pursued a solo career in which he released
several albums, including 1972's
Scmething/Anything, a double LP in which he
wrote all the songs, performed all of the vocal
and instrumental parts, and engineered and
produced as well. Since 1974, whie
occasionally releasing solo albums, he has led
the increasingly popular Utopia, a band which
now includes keyboardist Roger Powell,
drummer Willie Wilcox, and bassist Kasim
Sultan.

Last summer Utopia performed in a live
three hour concert that was broadcast on
Warner-Amex’'s QUBE closed circuit TV system
in Columbus, Ohio. The system should have

allowed the audience to communicate their
opinions and preferences directly to the
performers. The system refused to function until
the show was nearly over; however, the band
gave their audience a tour of Utopia Video
after the show and used the system to answer
questions asked by viewers in Columbus. It was
one of the most popular shows in QUBE'’s
history.

Because of Rundgren's financial
responsibility to Utopia Video, extravagant
Utopia tours seem highly unlikely in the near
future. “At this point we can't afford it,” says
Todd. " The last tour we did we took a certain
projector with us and it required certain kinds
of towers in order to have room for the
projection. We needed extra equipment and, in
the long run, we lost money again. We lose
money on all our tours! So at this point we can't
afford to go out and do anything special this
time. Ticket sales at concerts have been off, as
you know, so far that promoters all over the
country are going out of business. We can't
afford to not break even, at least.”

Rundgren was quick to admit that he

only tours now out of necessity. “Yeah, when
necessity arises, you have to tour. I mean
nobody tours out of the pleasure of it anymore.
It's not a pleasure. I like playing, but touring is

.a different thing. There's the advantage of

performing, which is an exhilarating
experience, but there’s also all the down things.
There are all the events that lead up to the
performance which are less than enjoyable:
constant travel, crappy food, sound checks.”

Since the formation of Utopia, Rundgren
has also maintained an active and equally
successful solo career. He has use his solo
albums to cover certain musical areas that are
not suited for Utopia, especially the more pop
oriented directions.

When he'’s not busy at Utopia Video and
not recording or touring himself, Todd is
usually buried in a recording studio producing
someone’s next hit record. Some of the artists
he's produced in the past include: Tom
Robinson, Rick Derringer, Patti Smith, Grand
Funk Railroad, the Tubes, Badfinger, the New
York Dolls, Hall & Qates, Shaun Cassidy, and
Maeatloaf, whose debut album has sold seven
million units worldwide

Rundgren recently said, "Grand Funk
paid for my audio studio and Meatloaf paid for
my video studio.” His production style had
yielded what is known as “the distincitve
Rundgren sound,” which features crisp, upfront
vocals, lots of background vocals, plenty of
synthesizers and a very heavy rhythm section.

“I never go after producing people. You
really don't want to say Let me produce your
record.” It's like saying 'Let me run your life!
Someone has to come to you. [ get a lot of
offers and | turn a lot of offers down. The single
major reason why | won't produce a band is
pecause of the material. It's not their execution.
A lot of people have good execution nowadays
pecause that's what they think they need to
suecceed. It's not that, it's the material.”

One of Rundgren'’s earliest successes as a

producer came when he was asked to finish the
third (and eventually the most popular)
Badfinger album. As Todd recalls, "This guy
that was directing Apple Records in New York
just called me up and asked me if | was
interested. Apple Records was really a mess;
that's the reason they didn't do anything else.
At the time, they'd been working on the album
for a year, and when | got involved it took,
like, a week and a half. A lot of the problem
was with Apple Records, which was a problem
for the Beatles. | had a real sleazy time with
George Harrison. He didn't finish any of those
songs, yet when they became hits, he took
credit for them. He's got a reputation as being
less than the spiritual guy he professes to be all
the time.”

Rundgren'’s 24 track audio studio is
adjacent to his house, within a couple of miles
of the video studio. Todd says he has no plans
or desire to convert his audio studio to digital.
‘T don't think most people can tell the
difference. It has to do with the sounds you get.
[ don't usually go most of the time for a reality
kind of sound; I'm going for surreality.
Subsequently, it's hard to tell the difference. If
you're recording horns or other acoustic
instruments, say drums, in an acoustic sort of
way, rather than a super acoustic way, which is
the way they used to record horns, then digital
might make a difference. But in most of the
things [ hear everything is suped up beyond
reality, anyway. And there’s no way I can make
it sound like a band playing in your living
room... it's always going to have jet engines or
something like that.”

Our conversation gradually drifted back
toward video and Todd began talking about the
difference most artists experience between
making records and making videos. "It's the
working situation. The artist has liberated the
audio recording medium, more or less. When
you make a record you outline what you want
to do and then you work on it until you reach
that objective. Bruce Springsteen still takes a
year or two to make an album, because that's
how long he wants to take to make it. But if
someone is doing video it takes days by
comparison. They spend so little time on it and
plan so little on it, and so the quality is naturally
second rate by comparison.”

Finally I asked Todd if people who watch
and tape these video presentations won't
eventually get tired of the visuals and simply
just listen to the audio like they do now with
records. "It's possible,” he says. "People get
tired of music, as well. A lot of people don't
listen to records anymore, they just buy them
as background music for other activities. I won't
buy a record that [ won't 'listen’ to. I have to sit
down and listen to the whole record. The
reason why people would get tired of watching
the video portion is because you can't do other
activities while the visual is on, so it all gets
down to the same thing. When you put on Sgt.
Pepper you may still listen to some part but
you won't listen to it the way you did when you
first bought it, because it's so familiar. You don't
feel it requires that concentration, so you do
other things while it's on. | mean, once in a
while you might get really nostalgic and drop
some acid and really listen to Sg¢t. Pepper.” B
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The Omega School of Applied YO U R Jingle Production and Studio Maintenance.
Recording Arts and Sciences announces an Qualifying basic and advanced students
intensive workshop/seminar for the will get hands-on experience in
summer semester, beginning on June F UT U RE I N Washington's newest and most sophis-
19, 1981. ticated 24-track automated studios.

This special session has been ‘ Basic and Intermediate Tuition
designed to instruct amateur. stu- RE‘ ORDI N}G is $895 (including all lab fees,
dent and semi-professional record- books, supplies and certain meals).
ing enthusiasts in the fine art of Advanced tuition is $1095
making better tapes. E N GI N E E RI NG (inclusive). Advanced workshops

Beginners will be thoroughly are llmlted and early registration
trained in the logic, theory and is advised. Register before May
economics of professional recording. E N ROLL N OW 22nd, and receive a free copy of

Super Session ‘81 will feature JohnWoram's “Recording Studio

lectures and workshops by interna- Handbook!" a $37.50value.

tionally acclaimed professionals, including Joseph Both packages offer
Tarsia, president of Sigma Sound, Philadelphia accommodations for the 9
and New York; Larry Boden, digital nights and ground trans-

mastering engineer for JVC
Digital in Los Angeles: John
Woram, editor of db magazine and
author of “The Recording Studio

Handbook™"; Jay Chattaway. independ-
ent producer under contract to
CBS records; as well as other

leading experts who will make

portation to and from
those accommodations for
only $100 additional. Early enrallment

is required if you desire accommodations.
If you suspect that your career lies

in the field of music, studio recording or

media production. Super Session ‘81
JUNE 49’28 will provide you with an excellent

sure you “mix with the pros™. /]O_D AY | NTEN S|VE opportunity to avoid a lot of mistakes

The Basic and Inter- that have already been made

mediate 10-day Intensive = WORKSHOP/ SEMINAR by the pros.
Course covers Electronics, Studio | N WASH| NGTO N, D C And the pros will be at Su_per

Management, Record Production, Session ‘81.

Acoustics, Sound Reinforcement, For enrollment information. clip the coupon or
PA., Concert Recording. Demo Production, call (301) 946-4686 or (301) 946-3242 weekdays.
Studio Effects and Multi-Track Theory. Master Card and Visa are acceptable forms of
Advanced seminars and workshops will cover Radio T payment. The Omega School of Applied
Production, Automated Mixing. Music Production, {" N Recording Arts and Sciences.
The Omega School of Applied Recording Arts and Sciences is ] e b— > - —
approved by the Maryland State Board for Higher Education and 1 s
courses are available for accreditation by The American University \
in Washington, D.C. 4 10518 Connecticut Avenue. Kensington, Marytand 20795
/
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StupioscorE

ince its inception the studio control
room has been somewhat like a foot-
ball locker room, i.e. males only! But
times are a changun’. More and more names of
definite female persuasion are appearing on
album credits and in Mix's Sessions column.
While tew, it any, male engineers, producers or
owner/managers think that the sex of a mixer will
make a big ditference in the industry, it is
nonetheless important.

This change, welcomed by some, resisted
by others, is a true indication of social and econ-
omic growth. There are a few questions that
should be considered and a few myths that can
be put to rest.

Women, many people will tell you, have
better hearing than men. This has been con-
sidered fact for many years but is it really true?
Early studies on human hearing did in fact in-
dicate that, on average, females tested did hear
better. Subjects tested were between the ages 18
and 30 years old and were tested over a frequen-
cy range of 120 Hz to 8 KHz. Attempts to explain
this phenomena biologically have come up empty
handed.

More recent studies have shown little or no
difterence at all in the test groups by sexes. The
conclusion is that any hearing difference between

by Dennis Buss & Chris Haseleu

the sexes is the result of environmental causes. In
earlier years, women, being more sheltered,
were not exposed to as much noise pollution.
Now as women take up careers in all areas they
are becoming just as subject to hearing loss as
men.

Another factor concerning women in the
role of engineer is their ability or inability to han-
dle stress. It has previously been suggested that
women are not as able to put up with stress as
men. More recent studies indicate that reactions
to stress are learned responses. Therefore, as
women have become more subject to stress, they
have become better able to deal with it. It has also
been suggested that emotional expression may
be a natural stress releasing mechanism. Because
of cultural values that tend to make emotional ex-
pression more acceptable for women, they may
be less subject to the results of stress such as heart
disease and ulcers

One of the reasons for a lack of women in
engineering may have surfaced in a recent con-
troversial study which concluded that women are
less able to learn and use mathematics. The con-
troversy is whether this is a social or biclogical
study. Whichever it is, it does suggest why fewer
women than men apply to engineering-oriented

schools’, however, even this number is increas-
ng.

The hearing cr stress peints of the average
female may make interesting conversation but
how many studic owners/managers consider
them when hiring a new engineer? Whatever
their prejudices most seem to look at the in-
dividual applying. That the number of women in
engineering positions is increasing indicates that
the industry is opening to them. The studio in-
dustry, unlike so many others, is not under fed-
eral or state regulations that force the hiring of
women. Being for the most part small businesses
they are not easy targets for labor discrimination
litigation. The progress being made is the result of
the ambitious women who are pursuing careers
in their highly competitive field and the open-
minded owners and managers who are giving
them a chance.

There are those who are apparently not
willing. While most major studios in New York
and on the West Coast have one or more females
on their engineering stalfs, there are no females
on staff at any major Nashville studio. There
seems to be two reasons, both having to do with
more conservative cultural values of the South.
One is that fewer women apply for the jobs than
apply in New York and on the West Coast. The
other is a feeling among some male musicians,
producers, and owners/managers that women
should not be exposed to the “off color language”
or “late hours” or "type of people” that are
typically found in studios. This is changing. In a
recent survey most Nashville studio managers
(many of whom are women) and chief engineers
said they would hire a woman if qualified. It only
remains for female applicants to gain the experi-
ence necessary to be qualified.

Once a women breaks into audio en-
gineering, what can she expect from the people
she works with? In talking with several female
engineers who prefaced their job hunting with
education in the audio field, a couple of things
seemed common. Most clients and co-workers in-
itially expressed surprise and some doubts about
working with a woman, but this quickly faded
away. None of the women interviewed had ex-
perienced any sexual harrassment and they were
respected as engineers. The only problem men-
tioned was the occasional need for help in mov-
ing heavy equipment. This definitely has more to
do with size than sex.

At the risk of sounding sexist, it is certainly
a pleasant change to hear a female voice over the
talk back and see a woman's face behind the
board. =
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Announcing a new service for buyers and sellers of used audio recording equipment. . .

AUDIOTECHNIQUES
EQUIPMENT EXCHANGE

The Audiotechniques EQUIPMENT EXCHANGE is a large display showroom in midtown Manhat-
tan. Here used audio recording equipment on consignment from both studio and individual owners
is offered for sale to a constant stream of buyers from the world over. Owners are relieved of adver-
tising and selling their surplus equipment, and buyers can view a wide variety of equipment in one

location before making their choice.

BUYING USED EQUIPMENT

The EQUIPMENT EXCHANGE is a veritable treas-
ure trove for the used equipment seeker, hobbyist
or audio “nut”. We have everything from cassette
to 24 track recorders, consoles, mixers, and a huge
array of other gear of every type imaginable. You
are invited to visit the EXCHANGE, but please give
us a call before you come so that we can arrange
to have one of our staff on hand to show you our
wares. If you want lists or need to check prices,
give us a call, and we’ll do our best to take care of
you. We are sure you’ll be impressed with the vari-
ety and the low costs.

SELLING USED EQUIPMENT

If you have equipment for sale, write or phone us
for details about our consignment plan. We will
advise you about pricing, shipping, etc., and will
send you our consignment forms. No equipment
accepted unless we have your completed consign-
ment form. The equipment will be located under
secure conditions at 1619 Broadway with prices
on every item clearly marked. Payment for equip-
ment sold will be made promptly after the sale has
been completed. As owner of the equipment, the
final selling price will be your decision. The EX-
CHANGE will maintain an aggressive promotion
campaign to sell your equipment promptly.

1800 223 2486
audiotechniques equipment exchange

1619 Broadway, 4th Floor, New York, NY 10019 Telephone: (212) 586-5989

LongView Farm

a world-class recording studio in north brookfield, massachusetts

APRIL 1981

(800) 225-9055 (617) 867-7662
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A RETROSPECTIVE
PART ONE

by Wendy Germain

There is a saying, ‘“life like music
must be composed by ear, feeling, and
instinct, not by rule.”

Although the audio recording business
has been male dominated since its early

Right: When a mews cor-
respondent over in Korea
ran out of reels, he sent back
his tape rolled om a beer
ean! Mary Bell is shown try- 3
ing to untangle the mystery

came up with a solution to the problem. I took
the cardboard. which separated the masters
when they were shipped, and a desk blotter
and laid them on the turntable. This made it
much easier ‘or me to cue up a disk and have
it ready to spin.”

days; women have played an important role
in the development and personality of this
dynamic industry.

The women who were interviewed for
this article possessed special attributes:
empirical reasoning, good dexterity, well
trained ears, etc. They all learned to be
engineers by working, observing, and
having a genuine desire for quality. They
grew up with the audio industry, and
perhaps cantributed far more than many of
us realized.

An aspiring radio actress from the
Midwest, Mary Bell, like hundreds of others,
came to New York City to seek “fame and
fortune.” It was 1942, and after making the
studio-casting rounds, which turned up virtmally
nothing, she decided that the army might offer
her radio experience. On the night before she
was due at the recruiting office, Mary was
introduced to a woman who ran a recording
studio. Not certain of what she would actually
be doing, she accepted the woman's offer of a
job. "What I discovered was that I wouid be
taught to cut records, what a patch cord was
and how to sweep floors!” Mary recalls. Almost
immediately, she was put to work in front of
two disk-cutting lathes to record a speech that
Wendell Willkie was doing for the Office of
War Information. It seemed that Mary's career
as an engineer was to be cut short; General
Sound closed their operation a year after she
started. But as luck would have it, NBC was
looking for engineers, and she was hired. In the
recording division at NBC studios she was
assigned to the editing and dubbing room.

"Working several lathes at one time was
tricky business, since the disk was held
manually while the turntable was spinning. I

"We were doing so many different things
at NBC that not ore day was the same.
Sometimes | worked on the Bek Telephone
Hour inserting musical cues while
simultaneously recording the entire
presentation. We were recording 16" disks at
33 ¥, but some of the musical inserts were
recorded at 78. On the Old Scullys, in order to
do pitch change, we changed the gears
manaally.”

"I felr like a ballet dancer when we set up
the room to do ! minute spots. I would have 4
machines set up, lock the groove on one,
disengage the second, respot the third while the
fourth was spinning. Obviously there had to be
space between the spots, and if you were really
good you could get 12 spots or: a disk.”

At this point the war had ended, but
because the industry was growing, Mary had
the opporturity to stay on at NBC. Although
tape machines were now being used, she was
still working with disks. Bell had a proclivity for
wanting to learn new things, so she taught
herself how to edit tape by going into the
editing room and playing with the discarded
tapes.

"One day an engineer became sick
during a sess:on, and [ volunteered to run the
tape machine. Cf course they were hesitant, not
knowing that 1 had already worked with tape,
but { did well and proved myself. They never
kept me out of the tape editing rcom after that.”

Following that experience, Mary was
transferred to the NBC news room. working the
4pm to 1 am shift. I between the news
broadcasts she would work on obituary files,
taking taped speeches and news items on
famous people for future broadcasts. Like the
recording division, the news room was hardly
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and wind the tape into the
RCA machines.

boring."One night I remember having set up
my two RCA machines (we always made
saieties since the tape was made of acetate and
could snap) and signaled that I was ready to go
on air. [ was on the telephone when I realized
that [ didn't hear anything. I dropped the
‘phane and switched on the second machine,
stil: no audio. I called the transmission room,
seems they had forgotten that I was on air and
had pulled my feed. Although it seemed like an
eternity, there had only been two minutes of
silence on NBC."

In 1952 Mary Bell (Schwartau) was
written up in Mademoiselle Magazine in an
article titled “Editing By Ear”. They described
her as having the ability to cut and splice tape
judiciously to edit out “and, uh’s”. . . "Relative
fo that article, if they only knew what I had to
dc to edit a John L. Lewis speech. He was a
very dramatic speaker but his pauses between
sentences seemed interminable. I set to work to
try and squeeze the speech inte a % hour
program. I must have spliced that tape in at
least 100 places!” related Mary

Shortly after that article appeared, Mary
left NBC to start a family. Her husband was
akso an engineer and occasionally they worked
on freelance projects, writing scripts, doing
remote recordings and editing.

Several years later she started her own
audio business, working out of her living room.
She even tried to teach her eight year old son
how to do tape duplication on her specially
designed Ampex 960's. When asked how she
learned her trade as an audio engineer, she
responded “empirically!”, which sounded
suspiciously like a plug for her son Winn's
comparty-Empirical Audio.

THEMIX VOL. 5, NO. 4




Left: Judith Leigner editing
on portable Ampex ma-
chines while the studio was
waiting for their permanent

equipment. (Mid 1950’s)

Above: 1947, the NBC Re-
cording Division, an
engineer at the turntables
reads a script and eues up
the disks. (notice the anti.

Alter a hiatus from the: businéss, Mary’s
son and daughter-in-iaw (Sherra Fosten
Schwartau) are re-acGuainting her with the
machinery of today's recorcing industry.

L] L] -

Louise Maleclni's career began with a
baptism by fire. NBC, losing male: engineers to
the drait during World War II, tried an
experiment. They would take non techrcal
personnel and train them tc record and edit
disks. Within a brief three month:, the company
propelled her from a $100-a-month secretaria!
positior: to recording engineer. Louise Malcolm
pecame the first female engineer at NBCC. She
vividly remembers the pressure ‘hat she felt
from the executives who viewed her as a
guinea pig, as well as being aware that if she
was suzcessful it would open up opportunities
for other women.

The equipmert in thase days was
primitive. “In 1942 editing was a process far
removed from ‘oday’s technology,” says
Malcolm. "It required ultra precision, split
second timing and as many arms as an octopus.
Editing on tape nowadays is simple by
compariscn. We dic our editing off of disks,
and sometimes it would take as many as 15 o
put tagether 1 good master,” Louise went on 1o
say. One of the first projects Louise Malcolm
was assigned to was for the South American
market. “Imagine editing a speech in Spanish
without understanding one word of the
language,” laughed Louise. Since the network
was on air 24 hours a day 7 days a week,
there were both live broadcast: and recorded
programs; howeves, even the hive presentations
were put on disk far distrbution to the Armed
Forces Radio. Often she worked with a bank o
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skating provisions?!)

three Iathe machines. One would be accepting
live feeds from overseas; at the cther two
machines Malcolm would have one cued up
ready te go while the third was running on air.
Each disk had a recording time of 15 minutes
ar less so there was alot of movement back and
forth between machines. During a 30 second
station break, using a microscope, she would
check the depth or brightness of the groove:
made by the sapphire stylus and respet the
machine. As if that did not demand enough
dexterity, Louise stood over the machines as
they were runnirig and with a brush removad
the vmyl chips as the disk was being cut. Tne
Scully lathes, unlike the Prestos, had a sucton
device ‘o collect the chips. (h progress!)
"Delayed broadcasts were a piece of cake. We
would be on air in New York at 6 pm, record
on disk and playback at 7 pm for the Chicago
station,” Louise recalled.

After her initial three month training
program, not orly was she officially hired as an
engineer, but NBC gave its blessing to hiring
ten mare: women to be trained. The pay was
territic compared to her secretarial job, but the
hours were grueling. For the first 13 year:
Louise worked the night shi‘t and weekends
(holidays did not exist). "We did not work
norma’ hours, and this shaped my personal
life,” Malcolm said. " married another NEC
engneer because we shared the same rigorous
work schedule. | am now married to a radio
director and we often work together on a
program,” Lowse went on. "In contrast to those
eariy days, editing on tape is a dream. |
rememper when the first Ampex machine was

brough: into the studio, it gave us capakzlities
we never had with disks. Instead of moving
from ore lathe to another, wa just kept the tape
machine rolling. But looking back on it, other
than cartridges, not much has changed in tape
technolbgy for us at NBC. We even still have
some d the old RCA's. Louise said.

After 39 vears as an engineer at NBC,
Louise Malcolm is retiring. Although she has a
deep appreciation for the audio industry, there
will now be time tor her other love - het
greenhouse.

L ] * L ]

"udith Liegner had nc idea that when she
moved to Europe she would become an audio
engineer. As a musiciam in France during the
early 1950's, she remembers carrying around
her tape recoraer to record all of her
performances. ludith wanted to stay in France,
but performing just did not bring in encugh
money. She was able to get an interview with
the owner of a recording studio, since :t was
not uncommon feor women in Europe tc be
engineers. At tnat interview, Monsieur Charlin
asked Judith what recardine experience she
had. "Naively, | produced my American-made
portable tape reorder,” she said. Charlin
realized though, that as a performer-musician,
Judith had a well-trained ear. He was willing to
hire and train her to edit and dub his classical
music projects. "It was a very busy studio, and
often I would have to edit a tape from masters
withcut a musical score,” Iudith recalls "I
learned everything frem the other engineers
(mosily by watching) and Charlin. Because |
was eyutsy as well as curious, it was not long
before I was allowed *o sit in on sessions. |
found that if | took nctes during those studio
sessions, it was a big help later on in the editing
room.” Judith was becoming a skilled editor,
but she was enthralled wa‘ching the studio
engineers as they would ride the gain if a cello
was not loud enough. "I was intrigued with the
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I idea that you could move a fader instead of
stopping the entire orchestra and redoing that
l particular section.”

| In the two years that Liegner spent

’ working for Charlin, she learned every aspect

PRO
- AUDIO

of recording, from micing a room to masters.
In 1954 she returned to the States to
work for Concert Hall. They had specifically
hired her to edit tapes done in Europe and sent
over here. "There was often a problem with
| tapes from overseas. The speed just did not

| seem to line up. We would take the splicing
| tape and wind it around the capstan motor to
vary the speed.”
She was also responsible for mix down
and supervision of cutting the master disks.
In the latter part of 1956 she worked
with Al Grundy installing the first Ampex stereo
|

cutter in the Concert Hall studios in New York
City. "I recall having to read alot to keep up
with the technology when that machine was

Our pro audio division carries more than 75 lines of professional audio
equipment and accessories . .. everything you need for your studio.

Whether you're looking for consoles, monitors, outboard processing installed. The Ampex was a far cry from
equipment, microphones, headphones, even tape, we probably have it. Charlin's hand built equipment in France.”

But we won't just sell you the equipment — we guarantee it. Twice. Judith recalls.
First there’s the manufacturer’s guarantee. Then there’s ours. We , Concert Hall was moving their operation
guarantee everything we sell because we thoroughly test your equipment | to Switzerland, and Judith was sent to set up the

before we ship it to you. | new studio and supervise. With this assignment
For a complete list of our lines, or if you need a price ot other she was also getting additional experience in

information, call us. record production since she was told to go to

their new pressing facilities. “When I walked in

l;;?amlla Gr:d'o Division aud i o everyone was very polite, they must have

Pittsburgh, PA 15213 . ({\'n thought that I was a tourist who had strayed
(412) 621-1950 lnnovatOI'S E] ] | from the-bus! When I sat down and spoke with

the chief engineer, he realized that I also was
an engineer, and from that point on we never
had any problems communicating.” By the time

Judith left Concert Hall, she was doing more
' “ E than engineering, she was participating in the
top-level management decisions such as what
pieces of music were going to be recorded
A" 'I 0 Shortly thereafter Judith moved back to
France to work for CBS Records. There had
been a take-over of an established French
Pn‘s record company by CBS. The French company
facilities, and Judith was sent to reorganize the
operation. Although her function was
' l' | administrative, having such a strong
engineering background, gained her enormous

| had a tremendous catalogue, but antiquated
respect (“speaking fluent French did not hurt

| either,” she added), "Even as an administrator I
got a kick out of sitting in on live sessions, mix
downs and checking out equipment. I never
stayed too far from the recording studios.”

[ Discussing philosophy of recording,
Judith expressed her view that when she was
engineering it involved subjective interpretation

ot a particular piece of music. "So much is

If you want the best sound around, see the pros at Audio Innovators done by ear and a feeling for the music you
studios. Some of the best ears in the business work for us. That’s why we | are recording. 1 was not opposed to adding
can deliver high quality sound time after studio time. things to the mix if it enhanced the quality, but

Another reason is our well-equipped facilities. Like our two multi track did begin to deprive the musician/
newly-remodeled 24-track recording studios with two new consoles, performer of a direct means of expression
extensive outboard equipment and two Baldwin pianos — a nine-foot (something they get out of performing live).”
concert grand and a seven-foot grand. With that philosophy, it is not unusual

Call us and ask about our studio package rates. And ask for a demo | that she now runs Liegner Management
reel. Or arrange to visit us and take a look around. Not only do we sound handling performing artists like Marion
great, but we look terrific, too. | Williams, Jessy Dixon and many solo classical

musicians [ ]
‘:‘1": lgl::.\%\'nt;‘o.nAﬁ&dlos aUd io [ ) | Next month we will talk with a few more
m;g%z% 15222 innovators [\?[ jn | contemporary women in our industry and

discuss present day careers and
opportunities for women in audio.
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" HowTo Mike D
& Influence Producers|

ums

by Ben Harris

It seems as though engineers and mixers
grumble more about drum sounds than anything
else in the studio today. All of us have had those
miserable sessions when it seemed the very best
sound you could obtain was still slightly worse
than a cardboard box and a Q-tip. The opinions
of engineers on “how to”, “what with”, and
“where at”, are as numerous as the engineers
themselves. How many times can you remember
the drummer coming in for the second session,
only to find that your real neat sound from the
day before had somehow vanished? That long
hard stare you received from the drum booth was
not respect. He probably thought you were fresh
out of the trees.

A friend and | were discussing the vast
differences we had heard from one day to the
next, with the same drummer, kit and micro-
phone selection. The sound one day was great,
and the next, the cardboard box. There does not
appear to be a logical explanation, but [ assure
you there is.

I do not have any incantations or special
herbs, nor do [ suggest burning incense to make
your drums sound good. However, | may have
an answer as to why they sometimes sound bad
for no apparent reason. As we all know, when the
drum sound is loose and muddy, the entire track
will be little better.

In most cases, we are dealing with an
average of ten to twelve microphones on a kit.
The phase-time relationship between these micro-
phones can be extremely critical. If phasing
errors are present in substantial magnitude, the
low end response will be loose, muddy and un-
defined. The center image will be cloudy, with
random nodes across the stereo spread. Not a
happy state of affairs.

Each mike, whether it be designated for
tom, snare, kick or cymbal, will receive signal not
only from its intended sound source, but the
leakage from all the other drum instruments as
well. This leakage will sum at random with the
number of mikes used on the kit. The more mikes,
the more leakage to be heard in the mix. This
leakage, if not phase aligned, will cause the
~rGllow, muddy sound described above.

A brute force method for eliminating the
negative effects of what we shall term “bad
leakage” is to electronically gate the tom and
overhead mikes when not in use. When the drum-

mer strikes a drum that has its microphone muted
via a gate, the mute threshhold level is exceeded,
which opens the channel, allowing the micro-
phone to be heard. This electronic band-aid for
leakage can and does tighten the overall drum
sound, but not without a price. The band-aid is
only concealing a lack of knowledge in micro-
phone placement and technique, a dying art this
day and time

This "bad leakage" can be transformed into
good leakage, making the drum kit sound rich
and fat, without reducing the apparent size of the
kit. I have a method for nulling the phase errors in
a drum kit. I feel so strongly about this method, I
am convinced it can help you obtain a tighter
rhythm sound.

First, let us assume the kit to be well tuned
and well played. The type microphones you pre-
fer are not nearly as important as how you imple-
ment them. For example, these are my favorites:
AKG D12E for kick, C451E with 20 dB pad on
snare, C451E's with 10 dB pads on high hat and
overheads, and Shure SM-57's on toms. This is
not to say these are the best, just my preference

With all the conscle faders down, bring
only one fader up at a time, adjusting the level
and equalization for that particular drum channel
as well as possible. Now, with all fader levels, and
equalization settings obtained, mute all the drum
channels except the snare and floor tom mikes.
Have the drummer hit the snare in a steady, re
peatable fashion. Lower the snare fader level and
increase the floor tom fader until the level of each
of the two channels is approximately the same.
(The snare leakage through the floor tom mike
being the same apparent loudness as the snare
mike itself.) While listening in a mono mode,
instruct the drummer to continue the steady beat
and have an assistant move the floor tom mike
over the head of the tom in a circular manner,
being sure to cover the entire surface of the head,
until you hear the phasing between the two
microphones ‘lock in”. That is to say, the loose,
hollow sound at some point across the head will
be at a low ebb. You are effectively nulling the
bad phase response out.

After having determined the mike place-
ment to obtain the best snare sound through the
floor tom leakage, lower the floor tom fader to
about the same relative level as the snare channel
in the text above. Now, proceed to raise the next
highest tom fader and repeat the phase adjust-

ment proces:. Each tom, cymbal and overhead
microphone thereafter is adjusted, utilizing the
same method. When all the microphones have
been adjust=d for phase response, return the
faders to their proper and respective levels. The
leakage remaining will add richness and fullness
to the overall sound. Any "bad leakage” left will,
for all practical purposes, be masked by the in-
phase relationship of the kit

Some trouble spots are the smaller toms of
8" or less ir: diameter. The head is so small, the
placement becomes harder to determine. At
times it may be necessary to reposition one of
these small toms slightly to compensate for the
phase lag between its microphone and that of the
snares. Mast usually this can be done without
affecting the drummer’s playing ease to any great
extent.

The kick drum can be phase aligned as
well, although it may be necessary to reverse the
polarity of the microphone itself, due to the usual
technique of miking the kick from the inside of the
shell, which is 180 degrees out of polarity with
the front.

Slight and conservative equalization
changes can be made after the drum kit has been
phase adiusted with little affect on the phase
response overall. However, bear in mind the
equalization on each channel was adjusted before
the phase alignment had been performed. There-
fore, the phase shift inherent in each particular
equalization setting was compensated for, to a
certain extent, by the mike placement and phase
alignment procedure. Equalization changes after
the fact will slightly alter the response to some
degree

In summation, all too often pet micro-
phones and techniques are implemented with no
regard to phase or time lag differences between
adjacent microphones. Hence, consistency is lost
between setups. On drums, this phase difference
can be & tremendous disadvantage or it can be
an asset if properly done. The same procedures
can be used on pianos and even microphones
placed across the room from each other, with
similar results.

Give my technique a try. The drummer
will love you, and you will be extremely satisfied
with yourself when you realize how much better it
sounds and how much easier the mix becomes
later on down the road. I am sure you will agree,
it's worth the time spent. n
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Tape Recorder

A

by John T. Mullins

EDITORS NOTE: In our last issue (Vol. 5,
No. 3) Mr. Mullin told the story of discovering
the German Magnetophon, during the course
of his service in World War II, and bringing
this revolutionary technology back to
America. As we reached the end of the first in-
stallment, Mullin had just successfully audi-
tioned his machine for Bing Crosby's pro-
ducers to inaugurate the first network radio
tape recorded productions.

That night Col. Ranger and | had a long
talk. He was convinced he had carried the devel-
opment of his machine to a point of acceptability
and that in any event he must now sell these two
machines as they stood. He had put a lot of
money into them and was anxious to realize some
return. It was obvious to me that they were not
acceptable to the Crosby people and | tried to
convince him of this. Fortunately for him, he was
able to sell both machines in Hollywood within a
few days, with the assurance that he would at
some time later update them to provide better
quality performance. We still needed backup
machines it we were to take on the Crosby show,.
and even more important, we were going to need
tape. We were not confident that we would get
either from Col. Ranger and so we terminated
our relationship.

We immediately contacted Ampex and I
can remember my excited enthusiasm as | called
long distance to Harold Lindsey and Alex Poni-
atoff to convince them of the great opportunity
that seemed to lay at their doorstep. They had
already accomplished a great deal, but there was
yet a lot of work ahead of them before they would
have a completed recorder. They had no inten-
tion of trying to make tape

A conference was held and the decision
was made to let us take on the radio show if we
were quite certain that Ampex would produce a
machine within reasonable time. We would then
have backup protection and the operation might
ultimately be expanded to the use of tape play-
back directly to the network. The plan meanwhile
was to record on tape, edit the tape into a show

“the cne that worked best! Dr

and then transfer it to a disk, playing the single
generation disk to the air. My limited number of
reels of tape could then be reused over and over
until, of course, they would be consumed in
splices. But we hoped tor reliet before this would
happen.

Murdo McKenzie procured a small studio
for our exclusive use in the NBC building and | in-
stalled the two Magnetophons and set about re-
cording an average of one show a week. The rest
of the time we were involved in assembling the
iinal version, transferring the show to disk and in
giving demonstrations to gountless visitors.

Good news travels fast. 3M very shortly
got wind of our operation and we were promptly
visited by President William McKnight, Vice Pres-
ident George Halpern, Robert Westbee, Dr. Wil
tred Wetzel, Roy Gavin, Bob Herr and Tom Gib-
bons—among others. It was our first meeting with
gentlemen from 3M and they made it clear that
they were most anxious to cooperate in any way
pcssible to further the use of magnetic recording
tape. Frank Healey, Murdo McKenzie and | were
most impressed with the fact that they were
wiling to try to fabricate whatever formulation
wauld work best on my machines.

[ tried many different samples, tinding that
there seemed to be considerable variation in their
performance. Oddly enough, the types of tape
tha* Dr. Wetzel and Bob Herr thought should per-
form in a superior manner created a variable
background noise Only when they formulated
wkat they considered to ke a lower grade oxide
was the excellent pertormance of the (German
tape duplicated

[ often took short trips to Ampex to help
thern with their design and to give them practical
tips on the human engineering aspects gleaned
from my constant work with the German
machines.

As the design came to 1its tinal truition, we
had a conference at Ampex on the type of tape to
be used. Dr. Wetzel was at the factory and we
compared the performance of various tape
sampies and some of the (German tape. Again we
drew the same conclusions that | had
reacked—the oxide 3M considered inferior was
Wetzel made it

clear that 3M would gladly make this material
available if we really wanted it. The decision was
made then and there to use it. This became
known as Type 112 or RR (for Raven Red), a
material which we naive tape machine users and
developers did not know at the time was a form of
iron oxide used in red barn paint! Later we were
to find out that a peculiarity of pertormance both
in my machines and in the first Ampex models
was responsible for our observations. Machines
were later modified slightly to accommodate
3M'’s better tape, Type 111

Ampex was built around six men at the
time, all very capakle and dedicated to one ob-
jective—to design and manufacture a protes
sional tape recorder based on the onginal
Magnetophon, but not necessarily a Chinese
copy of it. Alex Poniatoft, Harold Lindsey, Myron
Stolaroff and Forrest Smith were responsible tor
engineering, styling and manufacturing methods
Both Bill Palmer and | had great faith in what they
were accomplishing—but they needed money

The name of Bing Crosby carried a lot of
weight in the execuiive offices of ABC and as the
grand plan for getting the Crosby show from tape
directly onto the network took shape, it appeared
that it would be desirable fcr ABC to have a total
ot twelve machines. four in New York, four in
Chicago and four in Hollywood. An order would
be placed with Ampex for twelve machines it a
successful demonstration was given of one ma
chine in Hollywood. A date was set as a goal

Ampex worked night and day, and Harold
Lindsey carried the machine to Hollywood in his
station wagon. It was a beautiful thing to see. It
handled tape wel! at r.ormal speed, rewind and
fast forward. It could play a tape beautifully
(tapes made on my Magnetophon being used for
demonstration). But it could not record! Time had
not permitted the completion of this part of the
machine. Jim Middieorook. the chie! audio
facilities engineer of ABC had come cut from
New York for the demonstration. He got me aside
and said, "I want to ask you one thing.”

"Yes sir.” | wondered what was coming

"Will these guys get this thing to record as
well as yours does?”

What a spot | was in. But | plunged head
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The new16-4-2
dual purpose console
from Allen and Heath.

On the road or in the studio the16-4-2
handles anything the bands can throw at it.

Amongst its many unique features s its
virtual indestructibility. This, thanks entirely to
its heavy duty ‘Bulldog’ road case which is

16 CHANNEL $2300
ANDROCK PROOF.

made from special lightweight Scandinavian laminate. its fallen off the back of a lorry. Come to think of i,
For full information on this remarkably tough little it wouldn't sustain any
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Because at $2,300 we're the first c

to agree it seems as though

East Coast: AUDIOMARKETING LTD., 652 Glenbrook Roac, Stamford, Connecticut 06906. Tel: Tollfree (800) 243-2598.
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long into the answer. "They certainly will. There's
no reason they can't.”

“That's all 1 want to know,” he said. "I'll re-
commend we give them the order for twelve.”

[ really said a prayer every night for their
success after that, until | witnessed a successful
recording demonstration.

With a firm order for twelve, handled
through Bing Crosby Enterprises as worldwide
sales organization for Ampex, the company was
able to get a bank loan that vaporized their
money problems. They went ahead full steam, not
only to solve their remaining technical problems,
but to get set up to manufacture their first
machine known as Ampex Model 200. 1 was
made a present of the first two to leave the fac-
tory, serial numbers | and 2, which [ received in
April 1948.

[ had by now recorded 26 half-hour
Crosby shows on the two Magnetophons. They
were showing visible signs of fatigue and my
original 50 rolls of German tape were badly bat-
tle scarred with innumerable “bandaids.”

What a relief it was to start fresh with brand
new beautiful machines capable of running con-
tinuously for 35 minutes instead of only 22 and an
inexhaustible supply of 3M tape.

Serial numbers 3 to 12 went to ABC, and |
later turned over serial numbers | and 2 to them
to complete the original order. This was done
because these were cabinet machines—quite
large and difficult to transport. It was clear that if
the machines were more readily portable, Bing
could go where he liked, recording right on the
spot. Thus Ampex designed and made for me
two portable units in which the original cabinets
were each split into two beautifully finished oak
cases. Thus [ was presented with serial numbers
13 and 14, and I used these for the duration of
my association with the Bing Crosby Show.

It was clear as the Crosby season drew to a
close in June of 1948 that a great change had
taken place in the world of professional sound re-
cording. One major network had converted to
tape. A new name, Ampex, had come into the
world of sound recording tape. A whole new ap-
proach to radic programming was commencing
the pre-recorded. edited and assembled radio
show was now to be easily accomplished.

As head of the sales organization for
Ampex products in Bing Crosby Enterprises,
Frank Healey kept me busy with demonstrations
to myriad prospects for this new medium. Be-
tween such activity, my continuing involvement
with recording and editing the Crosby show and
even providing recording and editing services to
the Louella Parsons show on Sunday and a week-
ly quarter hour show featuring Burl Ives, [ was
now a full time resident of Southern California. [
could not devote any time to the San Francisco
activities of W.A. Palmer Co., and [ thus joined
Bing Crosby Enterprises as chief engineer of its
Electronics Division. Frank quickly sold a block of
machines to NBC, then the Don Lee radio net-
work and CBS. Independent radio stations such
as KSL in Salt Lake were early customers.

[ am sure | set up the first successful dem-
onstration in the use of tape for phonograph re-
cord work in mid-1948 when we were in New
York. By telephone line, | fed two or three of
Bing's songs from the ABC studios in Rockefeller
Center to Decca Records’ cutting room, where

they took them on 78 RPM disks, processed them
and marvelled at the results. Capitol Records and
Decca were the first record companies to install
tape; Ampex, of course, for mastering. Others
quickly followed!

As | look back on it now, it seems curious
that a number of vital factors, each essential to the
success of the whole, came into “conjunction”
almost simultaneously. First the Magnetophons’
superiority to any other machines in this entire
country; second, the need for such apparatus by
such a prominent person as Bing Crosby; third, a
small but capable group of people, Ampex, with
determination to make the world's finest tape
recorder; and fourth, the 3M Company with faith
in magnetic tape and anxious to see the market
for it come to fruition.

[ continued to record the Crosby shows
until June 18, 1951. During this period, Bing
often recorded in San Francisco and New York.
We even did some shows in Vancouver and
Spokane, his old home town. As certain new
techniques in editing developed, | was able to
add a third machine to my apparatus. This time I
was again honored to have the first machine of a
new series, Model 300, Ampex’ most famous line.
It was made up in two portable cases and seemed
a featherweight beside the Model 200's.

Shortly after Ampex started making the
Model 300, I was visited by a man from the Naval
Station at Point Mugu, California. He told us that
when they launched an experimental vehicle, a
great deal of information on its performance was
sent to home base by radio, where it was instantly
analyzed and caused to operate pen recorders,
among other devices, so that complete records of
the flight could be available for later study. This
entailed a lot of people and a great deal of ap-
paratus, all of it hopefully in good operating
condition. He felt it would make better sense to
record the signals that came out of the radio re-
ceiver onto tape and then analyze them indivi-
dually at a later time

We provided him with one of our Model
300 audio machines for test and he was delighted
with its performance. He ordered several and
thus was born Instrumentation Recording, a bus-
iness that bloomed in a short ime into something
much greater for Ampex and Bing Crosby Enter-
prises than audio had ever become.

Ampex undertook development of special
machines to best fit various requirements of this
business. Early machines had a peculiarity which
introduced an undesirable irregularity in the final
analyzed records. This was known as flutter.
While still working on the radio show, | undertook
development of a flutter compensator, using the
kitchen of my apartment in Los Angeles as a
laboratory. [ soon outgrew the kitchen. | had also
discussed the possibilities of recording television
on tape with a highly respected engineer, Wayne
R. Johnson, and we found we both believed in
pursuing the same method. Frank Healey and |
approached Crosby Enterprises, and arrange-
ments were made to hire Johnson and one or two
assistants and move into a small shop. This was
the start of Bing Crosby Enterprises Electronic’s
Division. We opened our laboratory in June
1951.

We continued the development of the flut-
ter compensator and started tackling the problem
of video recording. | had prepared a patent

application on the video recording method we
were to follow, which had been filed on Nov-
ember 14, 1950. Our first demonstration was
pretty crude. We had “recorded,” it it could be
called that, some TV pictures of airplanes landing
and taking oft.

Whenever we gave a demonstration,
Frank would stand by the monitor and say, "Now
watch this plane come in for a landing,” or "There
goes a guy on take off." It is doubtful the viewer
would have known what he was seeing without
his running commentary.

Things got better at a rapid pace, how
ever, and by January of 1952, one reporter
stated, "The picture seen is on a par with live TV
quality known in television's earlier days.”
Through all this development period, the special
characteristics which the tape itself would require
became even more evident, and in its usual com-
parative manner 3M was constantly furnishing us
with samples of experimental oxides and base
materials.

Whenever we had an improvement to
show, we invited people from Ampex and 3M to
come and see it. We didn't know for some time
that in between demonstrations, a lone but per-
sistent researcher was working on a different
method of recording TV on tape in a converted
ladies wash room at Ampex. Each time after we
had duly impressed the officials with a demon-
stration, they returned to Ampex and promptly
turned him off. After a time, they would tire of his
pleadings and let him again pick up the project.

On February 23, 1955, we had a press
showing of a color TV playback. Reaction was
good, although there was still room for improve-
ment and, of course, our development efforts
continued.

Parallel with our development of video
tape recording, which incidentally we named
“VTR" at our first demonstration in 1950, we
undertook to develop specialized instrumentation
recorders for applications where there would be
a contflict with the Ampex market. By now Bing
Crosby Enterprises was no longer exclusive dis-
tributor of Ampex products. Audio had been
given up entirely and we had the southwest area
of the United States for instrumentation. This was,
however, the best territory, since there was so
much government activity in this district.

We made several machines, under special
contract, designed to record frequencies as high
as two or three megacycles, capitalizing on what
we had been learning on TV recording. Some of
these were spectacular jobs. The first, for West-
inghouse, a single set of equipment, sold for
$125,000.

[ was suddenly surprised one day in 1955
to be invited to the Ampex factory in Redwood
City to witness a demonstration. It was a video
recorder that clearly outperformed anything we
had achieved. A month or two later it was shown
to the public and it created a sensation. Charles
Ginsburg, with assistance from a young high
school graduate, Ray Dolby, had fought the vicis-
situdes of cramped quarters and an “off again—
on again” policy and in the face of it all had come
up with a marvelous development. Of their NAB
showing, Ginsburg has said:

“At first they just couldn't believe what they
say; there must have been two or three
minutes of excruciating silence. Then all
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hell broke loose They were hollering and
screaming and jumping out of their seats”.

We soon concluded that it would be unpro-
fitable to continue development of our video re-
corder. Ampex informed Bing Crosby Enter
prises that they wished to handle the instrumenta
tion territory we had been selling and servicing
and so the Electronic Division of Bing Crosby En
terprises was left with only a few good contracts
for specialized wide-band recorders and some
capable personnel.

Freedom from the restrictions of activity
that were formerly imposed on us by our relations
with Ampex now permitted us to engage in the
design and manufacture of any type of tape re-
corder we might choose to make. We knew the
area and the customers. Bing felt that he did not
want to be in the electronics business anymore
The turn of events had been followed closely by
our friends in 3M Company. They felt we had
good potential for growth and an agreement was
signed on August 30, 1956, wherein we became
the Mincom Division of 3M Company

Frank Healey's experience as director of
the old Electronics Division naturally assured him
the Directorship of Mincom, and | remained as
head of engineering

We immediately set to the task of designing
a standard instrumentation machine, our Model
C. Thanks to 3M's interest and faith in our tuture,
we expanded into new quarters in West Los
Angeles and immediately grew at a remarkable
pace. Soon Mincom occupied several buildings
in the area and it became desirable to consoli
date. In 1962, the division was moved to its own
new building in Camarillo.

1 became detached from the operation
taking up residence in Geneva, Switzerland, in
1962 on a special assignment. Before leaving
California, it occurred to some of us that our “first
love,” the field of professional audio recording,
had been surely neglected for a long time. Thus it
was that Ken Clunis, Don Kahn and I undertook
development of a new protessional audio record-
er. [ left it in their hands when | went to Switzer-
land. They moved to St. Paul, Minnesota, in 1962
and | rejoined them there in 1963, where we con-
tinued its development. In 1966, Don Kahn and 1
moved back to Mincom in Camarillo and our first
machine was delivered from the Mincom plant in
January 1967. It is considered by enthusiastic
users to be the finest in its field

Today's professional audio recorder is a far
cry from the Magnetophon. It may have several
speeds and provides as many as 24 separate
tracks on 2 inch tape. The Magnetophon ran at
one speed, and recorded a track on Y inch tape
Tape is finally finding its way into the home. To-
day's cassette machines run at 1 7/8 inches per
second and provide four tracks on tape only
0.150
inches wides.

The hesitancy of the professional recordist
to trust his expensive recording session to a tape
machine was understandable in 1947. He had
confidence in the performance of disk cutters and
photographic systems, even though these had
many variables and were ditficult to keep in top
notch performance. He soon learned that the
tape recorder was simpler to use, had fewer vari-
ables and remained in adjustment for long per-
iods of hard usage. | ]

Shop for professional equipmentina
New York recording studio.
Even if you don’t work in New York.

If you don't work in New York, Harvey Professional has the next best idea:
The Harvey Professional Hotline. 800-223-2642 (except N.Y., Alaska, Hawaii).
Whether you visit, write, or call, vou'll be glad to find the professional way

to shop for your equipment needs. Complete design, construction and leasing
terms are available.

HARVEY PROFESSIONAL DIVISION

25 WEST 45TH STREET, NEW YORK, N.Y. 10036 (212) 921-5920

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 artistically 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.  sargent Pro Audio P
1655 Laurel St.
San Carlos, Ca. 94070
415-532-8674
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by Ken Fay
Two inch, one inch, three-quarter inch, described as a helix impacts the tape at a speed
quadruplex, helical, longitudinal, vertically of 58.4 mph

oriented, dithering heads, digital positional
memories, Video tape recording has more for-
mats, tape formulations and buzzwords than
NASA.

Two inch quadraplex is a format as well as
a method of recording. Four video heads rotate
in a vertical orientation impacting the tape at 86
mph, each making four passes to obtain one full
frame of picture.

One inch helical scan is a method of re-
cording. SMPTE Type C is a format. Bosch/Fern-
seh Type B is a 1" helical scan format. Sony,
Ampex, NEC, RCA and Hitachi presently manu-
facture one inch helical scan Type C recorders.
A horizontally aligned spinning head with video
tape wrapped around a drum at an angle

Three-quarter inch recorders are not six
track audio recorders, but commonly used video
cassette recorders of the U-matic® persuasion
Sony orginally developed this format for the
home market only to find that consumers were
not ready to pay $2000 for a home VCR ten
years ago. The recorder developed into an in-
dustrial machine and, after further engineering,
into a broadcast quality recorder utilizing a time
base corrector. These recorders again use the
helical wrap technique and spinning heads, im-
pacting the tape at approximately 20 mph, to ap-
ply a video signal to tape.

Impacting the tape is a commonly used
term in the video industry when describing head
to tape contact. Those heads are 10 to 20 mils

All That .-
Taste...
With a
Filter?

For Further Information Contact:
BEIGEL SOUND LAB

24 Main Street

Warwick, N. Y. 10990

Phone (914) 9