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Free yourself
from the confines of “semi-pro.”

Semi-pro gear limits your pOSSibil- 16 mic/line inputs, 4 position EQ with 2 swept mid sections, 8 sub
ities. While it is useful and fun in the groups, stereo output, 8-track monitor mix (also usable as 8 line returns to
beginning, you soon outgrow it. Then it the stereo mix buss), 4 auxiliary sends from each channel with one

, .

auxiliary return, 11 LED ramp meters (reading pfl/solo, the 8 groups, and
stereo mix), monitor facility with selectable

begins to hold you back.

The TAC 16/8/2 is not “semi” inputs, talkback and communications
anything. It's a professional standard facility, oscillator.
low impedance board offering important 16 in/8 out TAC 16/8/2

features previously found only on all-out

24 track consoles. $8,000. .

And it's expandable.

As your studio grows, the TAC 16/8/2 Call today for more information—or
grows with you. It is designed to accept toarrange for a free demonstration.
additional 8-channel expansion modules —

up to a maximum of 48 in/24 monitor. 4

Otari MX-5050 B
Professional 2-track
Suggested retail
$2.295,

Otari
MX-7800
One inch
8-track
Suggested
retail:
$10,900.

New, expandable TAC 16/8/2 Console

AMEK

AMEK SYSTEMS AND CONTROLS, LTD.
Islington Mill, James St. Salford M3 5HW, England

R e — — AVAILABLE AT: — —

MARTIN AUDIO VIDEO CORP. EVERYTHING AUDIO WESTBROOK AUDIO, INC.
423 West 55th Street 16055 Ventura Boulevard, Suite 1001 11836 Judd Court, Suite 336
New York, NY 10019 Eneino, California 91436 Dallas, Texas 75243

Phone (212) 541-5900 Phone (213) 995-4175 » Telex 651485 Phone (214) 699-120:3



full service 24 track operation with Live End-
Dead End™ acoustical design by Chips Davis
and Ed Bannon. Photo by Bob Morris
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The art and science of studio design has
quickly evolved, in parallel with the
development of commercial multi-track
tape recording. In just a few years we
have witnessed the emergence of the
studio designer. Part architect, part
engineer, part musician, the studio
designer has assumed the job of
relating the young science of acoustics
to the demands of the musical art, by
way of the economic and esthetic
realities of construction.

Scott Putnam, one of the design group's
young veterans, has teamed with Tom
Lubin in this issue to present a detailed
piece on dealing with the complex and
frustrating building codes. This is the
kind of story that should be kept in a
medicine cabinet with the rest of your
headache remedies.

An economical approach to construc-
tion materials is the subject of the article
presented by Lakeside’'s Steve Fouce
and Carl Yanchar, former Sierra Audio
designers who have been putting
together some major rooms for music
recording.

Specializing in the newly popular Live-
Erd, Dead-End™ acoustical design
techniques, Chips Davis and Ed Ban-
nen have contributed information of
vaiue in all studio situations regarding
the technigues of achieving a quiet con-
trcl room environment. Well known in-
ternational designer Francis Milano has
also submitted a general perspective
piece that considers the acoustical cri-
teria generated by multi-track.

Don Davis and Ed Long are men that
have been associated with acoustical
theory and technological development
for a great portion of this young in-
dustry. We are pleased to present Don’s
latest thoughts on the future of the con-
trol room and Ed's observations on the
ccntrol room's monitor field.
[ ] [ ] ®

We hope you enjoy reading this issue
as much as we enjoyed putting it
tegether.
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Mitsubishi/AEG-Telefunken
Digital Agreement

Mitsubishi Electric Corporation in Japan
and AEG-Telefunken in West Germany have re-
cently reached an agreement 1n the field of pro-
fessional digital audio recording whereby AEG-
Telefunken will join the Mitsubnshi PCM format
for protessional PCM stereo and multi-channel
audio recorders on an exclusive OEM basis

By this exclusive OEM agreement, the Mit-
subishi PCM format will be introduced under the
AEG-Teletunken brand throughout Europe, ex-
cept tor Sweden.

Jim Guthrie Named National Sales
Manager For Sony Professional
Audio Division

New York—hm Guthne has been named
National Sales Manager for Sony Professional
Audio, it was announced today by Nick Morris
General Manager of the division

In his new position, Mr. Guthrie, who has
served as technical field sales manager for the
division for the past two years, will be responsible
for implementina marketing strategy through
Sony Professional Audio’s network of reps and
dealers

A native of Carmel, California, he current-
ly resides in Norwalk, Connecticut and works out
C

Syn-Aud-Con Back On Tour

After a two year absence from the Midwest
and East Coast caused by Syn-Aud-Con's con
struction of their West Coast Seminar Center,
they will again ofter natonwide classes in the
following cities during the Fall of 1981: Denver
Area, Sept 1-3; Cleveland Area, Oct. 6-8; Atlan
ta Area, Nov. 9-11; St. Lous Area, Sept 16-18
Washington, D.C. Area, Oct. 20-22: Orlando
Area, Nov 18-20; Chicago Area, Sept. 28-30;
New York Area, Oct. 27.29; Dallas Area, Dec
1-3

Syn-Aud-Con will have a senes of classes
and special workshops at their West Coast
Seminar Center dunng the Winter/Spring of
1982

For further information write or call Syn
Aud-Con, PO Box 669, San Juan Capistrano, CA
92693. Phone 800-854-6201 In California call
714.496-9599

Pete Horsman To Phase Linear

Pete Horsman has been appointed to the
newly-created position of National Sales Mana
ger, Professional Products, for the Phase Linear

Corporation. Making the announcement was
company resident Ed Hart.

"Pete Horsman's appointment to this key
posttion represents a major step torward in our
plans to dramatically expand Phase Linear's pro-
fessional market penetration,” stated Hart. "Pete
is an industry veteran with solid experience in
many leveis of pro sales and marketing. I'm very
pleased that he has joined the Phase Linear
team.”

In his new post, under the direction of
Sales Vice President Bruce Lowry, Horsman will
work to establish a broad-based national network
of pro audio dealers and representatives.

3M Names Corporate Scientist

3M has appomnted Robert ]. Youngquist to
the position of corporate scientist in its Profes-
sional Audio/Video Equipment Project

Youngquist 1s responsible for further ad-
vancement of digital audio and high density
digital recording technologies. He was research
manager of the former Mincom Division, where
he spearheaded development of the first com-
mercially-available digital multi-track recorder,
working closely with the BBC

He 1s currently involved in the study of
digital audio standards as secretary for one of the
working groups of the International Electro-
Technical Commussion.

notes...

Lakeside Associates get the contract for Kenny
Roger’s renovation of Concorde (tormerly Scott
Sunstorm) Studios in Hollywood... The next AES
convention will be in New York from Oct. 30 to
Nov 2 and AES will then skip the usual May
event, by a board of governors ruling, in favor of
an I. A. show in the fall of 1982... The CES show
in Chicago this June drew a crowd of 61,000 with
earth stations, once again, being the big attrac-
tion.. Express Sound, Costa Mesa, CA, studio
builder and supplier has closed its doors... Feli-
ciano Audio Services, formerly Filmways
Audio Services, has recently added the talents of
Ike Benoun and Gary Stines to their Hollywood
operation. Jerry Shirar has assumed the post of
President of IAM Studios in Irvine, CA, following
Skip Konte's resignation... Bob Carr has been
elected president of the Atlanta Recording
Academy. Westlake Audio has moved from
6311 Wilshire Blvd to 7265 Santa Monica Blvd
in Los Angeles... New York studio vets Don Ber-
man, Steve Bramberg, Jeffrey Kawalek, Bob
Ludwig and Ron Bretone have purchased and
reopened Foghat's 130 year old Victonan man-
sion/studio ir: Long Island and renamed 1t Boogie
Hotel.

Beyer Appoints Bensen

Paul Murphy, General Manager, Beyer
Dynamic, Inc., has announced the appointment
of Tom Bensen as National Sales Manager for
Consumer and Protessional Products

Bensen has varied background in the elec-
tronics industry which includes 22 years as
Audio Products Division Manager for Eumig and
extensive experience on the retail level selling
professional and esoteric component products
He was also Technical Director tor TDK before
joimng Eumig and was announcer/engineer for
Beck-Ross Communications Inc. (WGLI Radio)
for 2 years

MSMA Elections

President Jimmy Johnson of the Muscle
Shoals Music Association announced today that
the Board of Directors of MSMA has just re-
elected the following officers to serve for the
1981-1982 year. Elected as president was Jimmy
Johnson, vice president David Johnson and sec-
retary-treasurer Barbara Wyrick

Cline Promoted By King Instrument

William E. Cline has been promoted to the
position of Senior Vice President, Marketing, of
the King Instrument Corporation, a manutacturer
and international distributor of tape winding
machines for loading audio and video cassettes

In his nine years with King Instrument,
Cline has most recently served as Vice President,
Sales. In addition to continuing his sales respon
sibilities, he 15 now responsible for customer serv
1ce and replacement parts, order handling and
processing, future product and feature planning,
scheduling of shipments, approval of product
changes, and the appointment and supervision of
sales representative and service technical
organizations world-wide.

The announcement was made by William
H. Anderson, president of King Instrument Cor
poration

Statt Appointed At Third Coast

Third Coast Records managing partner
Frank Seater has announced the appointment of
the label's national marketing and promotion staff
The new Chicago-based label is presently
preparing for the July release of its first product,
and will utihze the independent distribution net
work

Heading up the label's marketing depart
ment is David Webb, Third Coast's vice presi
dent/sales and marketing Working directly un
der Webb 1s Dennis Price, Third Coast's national
sales director

4

THEMIXVOL. 5, NO. 8




You’re on stage to make music,
“not noise. But most microphones

will respond to everything that hits them.
Including noise coming through the
mike stand. Except these new ATM
microphone systems. Because each of
these specially-designed instrument mikes
includes a very effective shock mount
and a windscreen.

Even if you’re on a “‘bouncy”’
stage, you needn’t tiptoe when an ATM
microphone system is at work.
Distracting noises are reduced . . . not
amplified. Including floor resonances
from speakers nearby. Or the clunks
when you raise or lower the mike. All
the audience hears is your chops.

But a great microphone system is
not just a shock mount or a piece of
foam. At the heart of our systems are

Model ATM10SM
Omnidirectional
Fixed-Charge
Condenser

Model ATM11SM
Unidirectional
Fixed-Charge
Condenser

three superb studio-quality microphones:
a unidirectional dynamic, a unidirectional
condenser and an omni condenser. Road
tough? Of course. But with response
specially tailored with uncanny accuracy
for instrument reproduction.

With these ATM microphones a
trumpet is bright, not strident. Trombone
is dark but not murky. Reeds are full
but not thick. And drums are crisp and
clean, not fuzzy or thumpy. For two
important reasons.

First, frequency response is smooth
and peak-free and extends well beyond
the limits of your instrument. So the
balance between overtones and funda-
mental isn’t distorted. And one part of
vour range isn’t favored over another.

Second, and equally important is
our wide dynamic range. ..des'gned

Model ATiM21SM
Unidirectional
Moving Cuil
Dynamic

You've got
an ATM

Instrument
Microphone
System.

to capture and amplify all of yours.
1t’s almost impossible to overblow our
ATM dynamic, for instance. And our
electrets will handle up to 130 dB with
ease. So your fff crescendo won’t come
out just ff.

Great sound and no distractions.
The best possible way to start your
sound system working for you. ATM
Instrument Microphone Systems are
waiting for you at leading pro music
dealers everywhere. Kick up your heels!
AUDIO-TECHNICA U.S., INC.,
1221 Commerce Drive, Dept. 81 MX
Stow, Ohio 44224, In Canada: Audio
Specialists, Inc., Montreal, P.Q.

audio-technica.

Great sound right from the start!

All systems include
microphone, stand mount.
shock mount, foam windscreen,
and carrying case



NORTHEAST

Coco and the Lonesome Road Band has just
completed the recording and mixing of their first
album at Mountain Recording Studio in North-
field, Vermont. The jroup received national
attention with th=ir single, "New England Song”
which was a pick hit in both Billboard and
Record World The song earned Coco the
Songwriter of the Year award in the 1976 State of
Maine Country Music Award: The album is
being engineered by Crow Levine who servas as
one of the regular engireers at Mountainside The
album will be released by (Sreen Mountain
Records.

Recent activity at Kajem Studio in Gladwynne,
PA includes; Vince Montana producing his
daughter Denice Montana, Mitch Goldiarb
engineering and Grover Washington, Jr. is in
the process of recordirg new 1deas for Ramsey
Lewis; Mitch Goldfarb engineering

The Slack Brothers are currently recording
tracks at Sound Heights Studios in Brooklyn,
N.Y., for Benedict Praductions, Tim Benedict
producing and engineering

Current projects at Sorcerer Sound in New York
City, include: Salsoul Records artists Inner Life
and Log, Larry Levan recording and mixing.
The Del Byzanteens have just finished recording
and mixing their forth-oming album, and pro-
ducer Bill Curtis is mizing the Fatback Band.

In New York City, Right Track’s 48th St. Studio
has Jerry Wexler producing the new Linda
Ronstadt album tor Elektra/Asylum Records. The
album is recorded/mixed by Jim Boyer assisted
by Right Track's Julian Shapiro. Musicians in-
volved with this special material project include:
George Mraz, Walter Bolden, Tal Farlow, Ira
Sullivan, Al Cohn anc Tommy Flangan.

SOUTHEAST

News from Muscle Shoals Sound Studios :n-
cludes; Barry Beckett cut sides on Cindy
Richardson for MSS Productiors, all songs writ-
ten by Cindy and Ava Aldridge...Gregg
Hamm engineering Mary Beth McLemore
assisting. Barry has also completed co-production
with Barry Seidel on Billy Burnett for CBS...
Billy and Ava co-wrote one song for the forth-
coming album, which is. scheduled for release in
August. Engineering was handled by Gregg and
Mary Beth, with Pete Greene assisting.

Grammy-winninz producer Larry Butler was at

6

Sound Emporium in Nashwville, Tennessee to pro
duce an album on Steve Woods and the Sling-
shot Band, a new California-based Polygram act
consisting of five member—Steve Hill, lead
guitar, Leo MecClatchy, bass: Bill Bartley,
keyboards; Mary Wacker, drums; and Steve
Ahmad Jamal just completed a new LP, re-
corded hve at Bubba's in Fort Lauderdale by
Criteria Recording Studio's remote vehicle
The album was mixed to digital using an MCI
JH220 format. Mike Fuller masterad the LP, for
Gemcon Records, from the digital format

Current studio activity at Music City Music Hall
includes: Rocker Leon Russell in the studio cut-
ting a double alkum’s wor-h of country staridards
Veteran studio pickers on those sessions include
Harold Bradley, Jerry Reed, Billy Byrd, Curly
Chalker, and Buddy Spicher. Bill Harris
engineering with: assistance from David Debusk.

Jimmy Rivers was at Triiad Recording in Ft
Lauderdale, Fla., for vocal overdubs and nixing
on his 45, racorded in Nashville Vincent Oliveri
handled the engineeriny and Robert Corti
assisted.

NORTH CENTRAL

Currently at A&R Recoding Studio in Ames
lowa, Dean Davis has completed a single for T
and S Express of Colorado Colt 45 recently
completed their latest album while Ian
Allen/Carlson Producticns is currently in pro-
duction cn their latest LP

At Multi-Trac Recording Studios in Redford,
Mich; Four string players from the Detroit Sym-
phony Orchestra added their touch to the new
Dale Hicks Band single "You never thought
you could love me” written, arrarnged ard pro-
duced by Nick Canzano. Detroit’s hottest rock
band “Mariner’ mixing their upcoming LP
"Sweet Horizon"; "Tight" mixing their EP "High
Tech Tea". “"Valentine” (currently on tour in
Japan) mixing ther EP—all produced and
engineered by Jett Jones for Tidal Wave
Records

Two more digital sessiors lit up the boards at
Chicago's Universal Recording Corporation.
The latest to utilize Murray Allen's expert staff
and 3M machine were Renaissance Productions
for the International Harvester Company, and
lohn Tatgenhorst for Battelle Products
Aenaissance composer Rich Manners worked
closely with Universal engineer Bill Brad.ey on
the International Harvester tracks

At Hedden West Studiocs, Schaumburg, I... Mal
Davis has completed the following alburrs. The

Russ Daughtry” album produced by Russ
Daughtry; and "Changes” produced by Steve
Shafer. All recorded and mixed in Studio B. Both
are contemporary Christian album projects

SOUTHWEST

KLOL Radio of Houston, Texas is doing an
album project at Indian Creek Recording in
Uvalde, Texas. The album, "Talent in Texas”, is
being co-produced by Steve Moore and Eddie
Fair and engineered by John Rollo. Bands in-
clude: Kyote, Trout Fishing in America, Auto-
matic, True Heart, Barbara Pennington, Dr.
Rockit, Sirens, Michaelmas, Messiah and The
Ducks.

Omega Audio has been involved in a variety of
projects lately. The 24-track truck, based in
Dallas, was recen:ly booked to record a television
special for Delbert McClinton. The show was
part of Dallas Symphony Orchestra's summer
outdoor festival "Star Fest”. Omega was called
upon to record the show 24-track with SMPTE
Time Code and to post the audio portion of the
program with their new BTX Interlock Systems
Engineering was done by Paul Christensen and
Russell L. Hearn The show was shot by Richard
Kidd Froductions of Dallas. Producer was
Richard Kidd. Video facilities were provided by
Video Froductior. Services of Kansas City and
Dallas.

NORTHWEST

At Mobius Music Recording Studio in San
Francisco, CA., recent projects include the
Finders new single "So Insane” backed with
"Which Way”. John and Hilary Stench have
recently completed their new single with Oliver
DiCicco engineering. The Golden Gate
Jumpers are presently working on their new
release with Steve Ashman producing and
Oliver DiCicco engineering

At Fane Productions Studio, Santa Cruz, CA
Ray Bolger wrapping up his narrative version of
Peter ard the Wo'f with the Santa Cruz Chamber
Orchestra, Pete Carlson engineering; The Gar-
cia Brothers laying tracks for their new LP, Tom
Anderson produsing and engineering; and In-
terface putting tne final touches on their latest
single for Bluebeat Records, Fane Opperman at
the console

Action at The Automatt in San Francisco, CA in-
cludes: Huey Lewis recording a new LP for
Chrysalis Records with Huey Lewis producing,
Jim Gaines engineering, and Maureen Droney
assisting and Meg Christian mixing new LP for
Olivia Records with Betty Rowland producing,
Leslie Ann Jones engineering. and Susan Got-
tlieb assisting

THE MIX VOL. 5, NO. 8



Studiomixer 11

Now You Can Get What You Want

The next time yon walk into your local
audio store and listen to the salesman try to tell
vou what vou want, tum the tables on him. You
tell iim what you want, instead.

Explain to the salesman that you have a
studio and you nced a mixing console with the
finest components and specifications available to
give trouble free performance and produce high
quality tapes. Mention that your hand also works
gigs, and that your new mixer must have equal-
ized, balanced sends for stage amps, too.

Next, convince him that yvou need some
basic features like individual input channel
patching, phantom powecr, input aticnuation and
padding, two cffects sends, and overload indicator
lights. Remind him that you would like at least a
four-way, independent mix for headphones in the
studio or for monitors on stage. Tell him that
you would like the mixer’s submausters to be an
independent mix from that of the masters, so that
a tape can be made of a live gig without distur-
bing the P.A. mix.

Don’t forget to tell the salesman that you
must have a full parts and labor warranty for at
least two years . .. one which enables vou to deal

dircctdy with the factory if you like when your
band is not near a local dealer.

Then demand more features. Tell him that
vou would like the board 1o have a built-in pink
noisc generator, a lineup oscillator, VU meters for
all output functions, and cucing buttons for just
about cverything vou can think of. And, of
course, tell him that vou expect all this for an
unbelicvably low price!

But, most importantly, put the final icing on
the cake by saying that you neced a 10X2 mixer
today, but that your needs may dictate as large as
a 35X8X4X2 console for yvour expanded facility,
tomorrow.

By this time, if your local audio dealer is
prepared for someone with needs as complex and
sophisticaied as vours, he will be directing you to
the Studiomixer display in his store. If he’s not
prepared, then maybe you had better find a
dealer who is.

If yvou nced help finding a dealer, or just
plain want some more information, please write
to us, Amerimex Co., Inc., 10700 Katella Ave.,
Anaheim, California, 92804,
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SOUTHERN CALIFORNIA

From Van Nuys, CA., Tim Pinch Recording's
24 track remote truck and recording staff has
been very busy lately. Tom Johnston recorded at
Wolf & Rissmiliers Country Club in Reseda
Cabforma for a wvideo production. Alabama,
T.G. Sheppard, Merle Haggard, Roseanne
Cash and The Gatlin Borthers at the Rosebow|
in Pasadena Calforma for the "A Day In The
Country” wideo production These productions
were engineered by Tim Pinch and Rex Olson.
At Soundcastle in Los Angeles, David Malloy,
Eddie Rabbit's producer, has been 1n the studio
the last 3 weeks mixing the new Eddie Rabbitt
album and single for Elektra Records. Peter
Granet engineering, assisted by Mitch Gibson.

The Houston Recording remote truck was in Las
Vegas, Nevada on June 17 recording a live 24
track videotaping at the Aladdin Theater featur- «
ing Kool and The Gang, Jonathan Winters and
Waylon and Madame. Engineers were Fred

Tator, Rich Houston and Steve Hawk. Video
Productions of Nevada supplied the video trucks
and A-1 Audio provided sound reinforcement

‘urrent action at The Pasha Music House in
Hollywood, CA., producer Spencer Proffer and
engineer Larry Brown completing Billy
Thorpe's first LP for the Pasha/CBS label. Proffer
also producing sides on Florida artist Keith
L'Neire with Larry Brown and Duane Baron
engineering for KII Management
At Digital Sound Recording in Los Angeles a
hot, but as of yet unsigned new band called “The
Names" have just completed five very promising
musical offerings. The boys produced themselves
while being recorded by engineer Stewart
Schonwetter with assistance from Jim
Bauerlein.

From Gingerbread Studios in Santa Monica
CA., Bob Dorough has been in and out of the
studio cutting himself and a surprise artist; Also, a
group that's touring called “The Lienkes" stop-

FOR PURE SOUND

SONEX introduces the new era in
effective sound eng'neering With
SONEX acoustical
you hear only the true
sound of the perfor-
mance. SONEX ab-
sorbs sound uniformly
with no peaks or valleys
so can control re-
times, eliminate
stray reflections, and
kill standing waves.
Easy, economical con-
struction. Apply adhe-

sive and put SONEX in place. SO-

NEX is available in 15 lnch square

silver Audiotiles or 48 inch
squares in silver,

toelimlnatenyggeand
hearpuresound&':
with the best. SON

AlphaAmllo

Richmond, Virginia 23220 (804) 358-3852

ped in to lay some tracks, with Terry Ayres and
Kimbo producing. Sharon Taylor, a former Miss
Black America, is cuthng tracks with Larry Far-
row producing and Bob Wolstein engineering

Circle Sound Studios, San Diego, is pleased to
announce the opening of their Synthesizer Studio
offering an elaborate Roland 700 System Syn-
thesizer with an MC-8 MicroComposer computer
enabling this modular studio system complete
control from the most common application to the
most sophisticated orchestral film score without
alleviating the emotional subtleties of the com-
poser. Programmer, Robin Graham, worked with
Roland in Japan seven years developing this
system

Angel Voice Recording in San Jose, California,
celebrated the opening of their new 24-track
facility with an Open House July 9-11, 1981

At Celebration Recording Studios in New York
City, Morris Mamorsky announced the appoint-
ment of V.P., Jack Zimmermann to Studio
Manager. Piers Plaskitt, the previous manager
moves to Bullet Recording in Nashville, Ten-
nessee.

Unicorn Studio in Nevada City, CA., has
selected the Studer A800 24-track for master
recording chores at this new Northern California
studio. Unicorn, owned by Roger Hodgson of
the rock group Supertramp, is scheduled to open
in mid-summer

Kewall Productions Recording Studio in Bay
Shore, New York reports that they have up-
graded their studio with a complete new dbx
noise reduction system, and have added all new
special effects into the studio. Engineers Keith &
Walter Gutschwager have just completed an all
new ceiling design for the studio

Sorcerer Sound in New York City, has taken
delivery on a new rebuilt Steinway B grand piano
and has enlarged the studio with the addition of a
vocal’keyboard room with a 13 foot ceiling. 24
tracks of dbx has been added to the 24 track
Dolby noise reduction mainframe, and the 2 and
24 track Studer A-80's have been converted to
transformerless operation by Acoustilog, Inc.
Criteria Recording Studios of Miami, Florida
has just opened its ultra-modern new East Wing, a
7,500-square-foot addition to the existing com-
plex of four studics, a mastering room, offices
and recreation suites. The first session in the John
Storyk-designed superstudio was booked by John
Cougar & The Zone, recording an LP for Riva
Records. Revolutionary in design, the studio is
asymetrical with a soaring wood-beamed ceiling
that rises to a height of 27 feet, then stairsteps
down to eight. The nine-sided control room is
equipped with a custom MCI 556/48 console
completely automated and transformerless
Sound Smith Studios in Portland, Oregpn is
happy to announce the addition of Mr. Ira Leslie
to its staff as recording engineer. Mr. Leslie hails
from Hollywood, California where he worked for
the past ten years with such studios as Filmways/
Heider Recording, Group IV Recording and
Cherokee Recording.
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To be an audio industry standard requires

unequaled performance. reliability and
versatility. The Spectra Sound 1000B 10

S wlm 1 m band graphic equalizer excels in these
¢ realms with improvements not previously
- available to the professional audio indus-

a rm Imm try. The unmeasurable distortion and

extremely low noise of the 1000B did not

Smlﬂa_rd = ~ happen by accident. but are the result
In g ‘E of design and manufacturing techniques

develooed over the years.

2
muallze‘ mfmnmj In recording, broadcast. and sound
L] ug= reinforcement, the audio professional
rdl 9 relies upon the equalizer to maximize

sonic performance. The 1000B can ease

am M‘ equalization problems while insuring
= vyears of trouble free operation.
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For further informationcontact:
Specifications

T.H.D. .0018% (Test Equipment Residual)

IM. .0018% (Test Equipment Residual)
«Signal/Noise Ratio 104 dB below + 4dBv

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

input Impedance Balanced, #0k ohms, Unbalanced,

100k ohms 3750 Airport Road
Output Impedance Less than 1 ohm, typically .3 ohm Ogden, Utah 84403

(801) 392-7531

Spectra Sound is a wholly
owned subsidiary of Spectra Sonics.

«Specification unweighted, 20 Hz to 20kHz.
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. by Larry Blakely

One of the main advantages of pro-
fessional digital tape recorders has been
their exceptional dynamic range, a 20
to 30 dB advantage over analog
recorders.

Now, in the wake of the excitement
generated by digital, there has come a
new challenge from the analog camps:
two tracks on Y2 inch tape.

There is a principle ‘n analog
magnetic recording theory that if the
track width of a tape track is doubled,
the signal to noise ratio will be in-
creased by 3 dB. In 1971, recognizing
this_opportunity for increased quality,
CBS-Sony in Tokyo asked Studer to
custom build them special tape
recorders with two tracks on one-half
inch tape, allowing increased signal to
noise. They also required that some be
built with “preview heads” for disk
mastering purposes. According to a
source at Studer, companies such as
Phonogram and EMI have been using
this tape recording format far some 15
years.

In 1979, Ampex introduced a
special model of the ATR-100 tape
recorder series that featured 2 tracks on
15" tape. It was also possible to pur-
chase a 'two track on half inch’ conver-
sion kit that could be utilized with a stan-
dard ATR-100 tape recorder.

For those who desire this machine
for dlsk mastering with these wider
track “stereo tapes’, Ampex markets
their ADD-1 digital delay mastering unit
as they make no ATR-100 machine
with an advance play head.

MCI introduced a half-inch, two
track recorder as a part of their JH-110
series in 1980. They showed both a
standard machine of this type and a
mastering version (with a preview
head) at the 1980 November AES Con-
vention.

Studer currently is delivering a
standard catalog A-80 RC-2-12" fea-
turing the half-inch two track format.

According to all three manufac-
turers, this special two track format has
gained a great deal of recent interest. It
seems that many studios are mterested
in making higher quality “stereo”
master tapes, figuring that for the mo-
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ment, better analog’ seems a better bet
than d\gltal The format is standardized
and tapes are interchangeable on any
of these three manufacturer’s machines.

These wide track recorders can
prov1de a 75 dB signal-to-noise ratio at
30 ips, in reference to 1020 nano-
Webers, utilizing Scotch 250 or Ampex
456 Grand Master.

It is also interesting to note that at
least one manufacturer claims the "wow
and flutter” of a half-inch machine to be
better than that of a quarter-inch type,
due tc the increased mass of the tape.
The suggested resale price of these
machines varies from $7,500 to $9,800
depending upon model and manufac-
turer.

The Sound Emporlum in Nashville
had a digital “shoot out” which many of
you may have read about. Here all of

the commercially available digital
machines, and some of the analog
types, including a Studer two track,
half-inch model, were compared for dif-
ferences in their audible qualities. Ac-
cording to John Abbot of Sound Em-
porium, Tt (the Studer) was the very
best of the analog machines, the best |
have ever heard. It's not as good as a
digital machine, but very, very, close”.

It will be interesting to watch for
"new” developments in analog technol-
ogy in the near future as an attempt is
mounted to preserve the life of analog
recording. A number of larger studios
who had held off on purchasing large
multi-track machines in the anticipation
of purchasing digital recorders, are
now purchasing large multi- track
analog machines; still not willing to risk
a six figure investment for a digital
multi-track recorder without an
established standard recording format.

Who will survive the battle? There
is no question in my mind that digital
will, and analog will very likely become
better because of it.

Accuracy.

Power.

Very simply, the best.
o The ACD/John Meyer
ClantYQ Studio Monitor System.
A reference you can trust.
Meyer Sound Labs, Inc.

2194 Edison Ave., San Leandro, CA 94577 (415) 569-2866
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Srubioscore

by Dennis Buss and Chris Haseleu

Not unlike other service oriented
businesses, a recording studio’s track
record is the key to building clientele. A
Michael Johnson cut or a Hall and
Oates credit can double studio book-
ings. For a studio in the commercial/
jingle market, one major advertising
agency client can get the ball rolling.

So, how does the studio owner let
the marketplace know of it's business’
activities and changes, without spend-
ing a lot of money on advertising? In-
house publicity, if done properly, could
be the answer.

The primary difference between
advertising and publicity is that the lat-
ter is free. The results of publicity efforts
are often hard to identify and control,
and the owner should keep this in mind
when developing the firm's publicity
program. He or she should also keep in
mind the two basic, interrelated pur-
poses of a publicity campaign: visibility
and image development. We now
come to the three steps to an effective
publicity program.

Step #1: WHO...The most critical
step is to develop an effective CON-
TACTS LIST: a grouping of industry
contacts designated to receive press in-
formation from the studio. Most recor-
ding studios will find two types of con-
tact categories appropriate: trade
publications, and selected individuals in
the industry.

In identifying which publications to
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send press information to, the studio
owner must keep in mind not only the
purpose of the information (visibility,
image), but also who he wants to target.
Creativity is the key here! If the studio
owner is targeting a specific type of
client (i.e. advertising agencies, local
musicians for demos, etc.,) selected
cutlets might be effective: local advert-
ising associations newsletters, the enter-
tainment section of a city's newspaper,
the newsletter sent out to musicians that
belong to a local chapter of the A.F. of
M.

Key people in the industry are
good contacts. If the studio is interested
in promoting production work for radio
programs or jingles, press information
to area radio station General Managers
would be a good idea. Or, if an adver-
tising agency is producing a series of
commercials at a studio, the owner
might find it profitable to let other
advertising agency heads know about
the sessions. Whatever the purpose of
the contact, the studio owner should
handle the contact list delicately and ef-
ficiently.

Step #2. HOW...The most com-
mon and often most appropriate vehicle
to send to the contact list is the simple
press release. This takes the form of a
letter (maybe with an enclosed picture)
to trade publications/iournals an-
nouncing a single event: "West Coast
Sound Upgrades to 24-track,” “Jerry
Evans Named Manager at Bullet

t Yourself

Studios,” or “Recording Associates
Begins Fifth Year of Engineering In-
struction.” The copy should be short
and to the point. Separate announce-
ments should be released separately.

Another publicity method is the
teature article. If a studio event is news-
worthy—a $3 million dollar expansion
underway, the studio has just added a
new service that is unique to the area,
etc.—the owner can release the infor-
mation in the form of a well-written arti-
cle. Occasionally the trades will print
the release as submitted, or with some
revision. Pictures included with the
release are helpful. For the best reac-
tion, time should be spent on creative
writing and attractive production (not
just photo-copying) for the best chances
of avoiding the “round file.”

Step #3: HOW OFTEN...No mat-
ter which publicity vehicles are used,
the secret to an eftective publicity pro-
gram is regular releases. A press
release once every other month does
not work. A constant, organized cam-
paign is critical. It's usually helpful to
develop a schedule and set aside a
regular time slot to work on publicity.

Do-it-yourself studio publicity
could be a lot easier and less expensive
than you might have thought. By the
same token, the results could be greater
than you might expect. Giveitatry. W
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JBL 4313 Studio Monitor.
It flattens the competition.

Introducing the 4313.

Fiat frequenrcy response. It
means accuricy. NalL-alness
Reality.

JBL gives it to you without the

k gger bex that you'd expect
albng with it, since the 4313 only
nreasures abcut 23" x 14" x10”!

This new, comoact prafessional
monitor proc uces deep, distor-
tion-free bass.. And does it witha
nawly developed 10" driver. Its
massive rnagnet structure and
voice coil ars 2quivalent to most

12" or 15" speakers. Yet it deliv-
ers heavy-duty power handling
and a smoother transition to the
midrange than most larger-cone
speakers.

The 4313's edge-wound voice
coil midrange accurately re-
produces strong, natural vocals
and powerful transients.

Up top, a dome radiator provides
high acoustic output with ex-
treme clarity and wide disper-
sion. A large 1" voice coil gives

it the ruggedness needed in

UBL First with the pros.

Cherokee Studios. Holywand, Califorme

professional vise

Working togyetner, these preci
sion matchec speakers offer
suoerktz steren imaging. powerful
sound 'evels and wice dynarmic
range.

Audition the 4313 sgon

We think you'¥ agree that its
combinaticn of flat response
power and moderals size
flattens the competiion

Availab'e in Ca~ada thmugh Gould
Marketing. NMorré.al, Guébec
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313 rnitor

James B Lansing Sound. Inc
8500 Balboa Bivd
Northridge, Calfornia $1329



PRODUCERS DESK
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by James Riordan

Freddie Piro is a classic example of
a truely independent record producer.
His success with Ambrosia and other
acts and the success of his studio (Mama
Jo's in North Hollywood) has left him in
an autonomous position. Freddy
doesn't produce anyone that he doesn't
like and that's the way he wants to keep
it.

"l find it really hard to work with
anybody that I don't like as a person.
They can be incredibly talented, but if
we don't get along, it's hard to be with
them in that room. You really kind of
give away your life for whatever period
of time you're recording. You're giving
them everything you've got and you've

Freddy was hooked when the "demo”
wound up being a Top Ten hit. "I decid-
ed right then that making records was
what [ wanted to do. So I found some
kids I thought sounded good and took
them into the studio and cut a record
when | was about fifteen years old. |
kept at it and met a guy over at Capital
who let me come in and watch them
record. [ learned a lot there. One of the
best experiences | had at the beginning
of my career was when [ had a little
four-track studio and I was doing most
of April-Blackwood's demos on the
West Coast. [t gave me the opportunity
to see all kinds of people record and [
would analyze what they were doing
and in my own mind decide if [ would
do it differently. [ began to get a definite

FREDDE PRO

got to teel good about it. I get off on art-
ists who feel good about themselves
and making records.”

In the studio Piro sees himself as an
extension of the artist and his job as
getting that special performance down
on tape. "I try to help the artists get
what they want to get. [ try to get an at-
mosphere where creative people can
be real loose and not feel stifled at all.
I'm a big believer in trying to find some-
thing better than what just automatically
comes up. In the studio it's good to be
willing to make a mistake if there is a
chance of it coming out better. | look
for those things that are special as op-
posed to just getting a solid track. It's
the people who are never willing to take
a chance who miss those special perfor-
mances.”

Piro also believes that a producer
has to make records with his own tastes
in mind. "You can't make records for
anybody else. You can just make things
that you really like and you have to go
with what you think is right. The majori-
ty of producers [ know produce the mu-
sic they really like as well as they can
and hope that the consumer agrees with
their taste.”

Introduced to the world of making
records when he accompanied some
friends to a studio for a demo session,

14

idea of what [ would change or what I
thought could be done better. This was
when [ really got serious about making
records.”

Although Piro has made some
great records he would spend years
away from the studio rather than go in
with an act that didn't totally knock him
out. "I never could find very much that
| liked so I wouldn't produce that many
things. The first real successful project |
had was in the early seventies with a
thing called "Love Song” which was the
number one gospel album in the nation
for a very long time.

"[ started building the studio in 72
and, when the engineer was wiring it,
some kids came over and played some
tapes for me. [ thought they were really
good and started working with them.
They became Ambrosia and I did a few
albums with them. Sometimes I'll be out
of the studio for a long time and I'll hear
something come over the radio that just
gives me an incredible urge to get back
into the studio. It's like I've got to make
records right now. It's that thing that
turns me on inside.”

THEMIXVOL. 5, NO. 8



Experimentation is an important
part of both the producer’s and the
studio’s function, according to Piro. "A
studio is no more than a big magnitying
glass. A band can put something down
and refine it because they can hear it
properly. They may have spent twenty
hours on the tune in rehearsal, but all of
a sudden they really ‘hear it'. That's the
marriage of the studio to the artist and 1
don't think you can catch that outside of
the studio unless you're real, real, good.
You can spend a lot of time trying to get
a sound without totally knowing what
an artist is looking for until he says,
"That's it, that's it.” The only thing that
matters is the end result. The public
doesn't know if you did twenty tunes or
eight tunes or how many takes you do
of each one. | mean, how many times
does Steely Dan do tracks over?
Having great players and a huge
budget really allows for true ex-
perimentation, but most people don't
have that available to them.”

Because he is such a firm believer
in experimentation and development
Freddie has just completed building an-
other studio which he intends to use for
developing new acts.

“With the economy the way it is
and the effect it has on record com-
panies, it's become really hard to ex-
periment. It's hard to record a new artist

and compete with an established one
who may have a phenomenal budget to
work with. You can't go out of business
trying to develop an act. It makes a lot
more financial sense to produce acts
that are already signed, but the future
of the music business has always been
the new talent. We have to discover
and develop new talent if we are to sur-
vive. | feel this is almost the perfect time
to start a studio for developing new acts
because there are a lot of good people
that can't get deals now. The chart is
only so big.”

The enigma that most successful
record producers get into is that they
build a studio to work in and then find it
costs them more to use their own studio
than someone else’s. The reason is that
to compete with the state-of-the-art
studios in both technical quality and
design requires so much capitol that the
only way it is successful is to rent it out
at state-of-the-art prices. Piro has gotten
around this by converting a house into
a very comfortable 24 track studio.

“The most important thing about
any studio is its monitors. If you're hear-
ing what you're doing correctly then
you're safe. The important thing is
getting the music right. If it's musical, it
sounds good, and it evokes an emotion,
it doesn't matter if you recorded it on
the cliffs of Dover or in Hollywood. As
long as it's technically clean and music-

ally right, you've got it.”

Piro's advice is to develop the
qualities of persistance and determina-
tion to succeed in the music business.
"Ten people can all want to do some-
thing and whoever is the most persistant
and determined will achieve it. This is
true for any career. How you get into
making records does not matter as
much as how hard you work at it. There
is no set way. Sometimes we become al-
most too knowledgable and then we be-
come aware of what we can't do. You
can get caught up in producing,
engineering, or anything to the point
where all of a sudden you don't know
what's different or exceptional because
its all in and out. That's why it's im-
portant to stay a little bit outside of it.

"It's real easy to stay busy. If you've
had a couple of chart records the
record companies will keep you going
but the key is the talent you choose to
work with. You show me a great pro-
ducer and I'll show you a great artist
that they produced. It's the marriage.
Val Garay and Kim Carnes were great
casting and so were Bob Ezrin and Pink
Floyd. You keep learning when you're
making records. You keep expanding
your knowledge about what works and
what may work better. It takes patience
and a lot of effort and you have to keep
your obijectivity. 1 have a good time
doing it as well.” [ ]

Features
e Retail Pnce $2.97500
o 8 mixing buss outputs
¢ 8 large VU meters (ASA standards)
¢ 8 track panable assign
L]

o et

o Control room and studio pIayldack
* Talkback and cue prompts
e Independent stereo Mixaown Duss

The
“SPECKMIX 16"

In keeping with our reputation for manufacturing only the highest guality recording consoles,

Speck Electronics introduces

A New 16 Input, 8 Output
Recording Console
for Under $3,000

MNe
S REC

@JELEGTRONIES

12455 BRANFORD ST. #2 (213) 897-4188
SUN VALLEY, CALIFORNIA 91331
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Lee Herschberg
Director of Engineering
Warner Bros. Records

“Riékie Lee’s voice can go from a whisper
to very loud, and digital captures that.”

Lee began his engineering career with Decca in 1956,

moved to Warner Bros. in 1966, and became Warner's Di-
rector of Engineering in 1969. His experience spans the re-
cording of such artists as Frank Sinatra, James Taylor, and
most recently, Rickie Lee Jones. Herschberg is a true believer
in digital recording, and agreed to tell us why.

Q. You've probably had as much experience with the 3M

A

Digital System as anyone.

Yes, probably. I've been working with it for two years and
had one of the first systems. We've been through the ups
and downs and it's been weli worth it. At this point, the
3M digital machine works as well as most analog
machines.

. How do you justify the extra expense of digital recording?
. Well, | think from any studio point of view, you've got to

have the equipment that will bring in the artists. And if
digital recording is truly the state-of-the-art, you've got to
consider the clients you'll attract, and their needs.

. You've obviously done a lot of projects digitally. Why?
. To me, digital recording is almost like the tape machine

is nonexistent. You don't have any of the inherent problems
you have with analog. | think everybody is aware of the
major benefits of digital recording. No wow or flutter, lack
of tape noise and no need for noise reduction. And digital
allows you to do things you couldn’t do with analog. Like
compiling 3 or 4 tracks onto one. There's no degradation
of quality.

Having 32 tracks has helped, and so has the addition
of a digital editor.

Q. What do you say to an artist who's considering a digital

A

project?
I'd say, yes, if it's up to me, go ahead and do it with digital.

Sometimes, on an analog session when the digital is
available, I'll record the first couple of tracks on both ma-
chines. Then, on the first couple of playbacks, we'll listen
to them side by side. That usually does it right there
There's no comparison.

There's nothing wrong with analog recording. And
never has been. It's just that, with digital, you're hearing
on playback what you just did in the studio. And you begin
to hear ali the shortcomings of analog machines — the
things you've come to accept. And suddenly, those things
are no longer acceptable.

. What musical formats are suited to digital?
. Any format, really. It's particularly good for music with a

fot of dynamic range. Like Rickie Lee.

. What would you say to other engineers and pro-

ducers considering digital?

. Well, digital isn’t for everybody. And I'm not trying to say

itis. There will always be peo-
ple who prefer analog, and a
lot of great records are made
that way. It's just that, to my
ears, digital is far superior,
and it’s the next logical step.

Lee Herschberg recently recorded Rickie Lee Jones on the 3M Digital
System The aibum, Pirates, is available from Warner Bros. Records

3M Hears You. ..




RAY PARKER'S

AMERATCAN

STUDIO

Ray Parker at Ameraycan Studios

by David Goggin

Ray Parker, Jr. enters tis Ameraycan Studio for our in
terview wearing a dark blue jogging suit, looking a lot like
Lardo Calrissien stepping into the bridge of a Star Wars
cruiser

The studio was built to his specs, and he was on hand
Jduring every day of its construction. Built into a smak
building in North Hellywood, the studio makes maximum.
1se of imited space in it's functional and comfo=table design.

Fay Parker, Jr. has been recording for eleven years. He
started at the age of 15 in [eiroit and began his L.A. session
career in 1973, Prior to hir west coast exodus he toured as
Juitarist with Gladys Knicht, The Temptations, The Spin-
ners, and Stevie Wonder (recording on the "Talking Book
anc Innervisicns” albums ' As a much sough after session
player he worked in most of the major L.A studios and his
compesitions began to be covered by major artists like
LaBele Seals & Crofts, and Herhie Hancock

As Ray began to corcentrate more on his future as a
pesfarmer and writer, he put together the group Raydic,
built a modest studio in his home, and produced, sang,
played, composed, arranged, and enginesred his im-

pressive debut album with Arista. The album was a success,
and with his solid recording contract the time came to build
Ameraycan Studio. His experience in many studio settings
and the practical knowledge gained irom his hceme studio
provided the background necessary for a well planned and
executed construction

Working with Ray on the studio was his co-engineer and
tech-wizard Steve Hallquist. Steve had worred for ‘en years
with Audio Industries, the west coast MCI distributor, and
provided expertice which resulted in many features of the
studio

The studio proper has a high ceiling, lots of oak on the
wall, and an oak parquet floor. Custorn gobos with fabric on
one side and mirror on the other make *he room flex‘ble for
everything from tight rhythm tracking tc siring dates.

In conserving space, the znoice was made to combine
the control room window with the doorway to the cantrol
room. Two sets of heavy duty sliding glass doors, fitted with
special gaskets, and spaced two feet apart, serve to isolate
the studio from th= control room and provice a highly reflec-
tive booth for isolated reccrding. Clear visibility to the entire
studio is provided

Ameraycan has quite a large control room, since Ray
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does much of his overdubbing there.

The room has total walk-around space surrounding the
board, an automated MCI JH-636 console, with cak “wing"
producer desks added to either side. The racks are mounted
in the back wall and tilt out for easy servicing. The power
amps are concealed, and built on rollers for easy access.
There are convenient connectors for direct overdubbing,
and jacks for cassettes to make quick reference mixes. The
room is a maintenance man's dream.

Equipment includes an MCI JH-114 24-track with auto-
locator, transformerless JH-110-B 2-track, an older JH-110-
A for slap and duplication, Lexicon 224 and AKG BX-10
reverb, Lexicon Prime Time, Eventide Harmonizer, Orban
De-esser, Roland SPH-323 dual phaser, dbx limiter/com-
pressors, and an old but dependable Rhythm King. The
rooms, the furnishings, and the equipment at Ameraycan
comprise a highly streamlined yet eminently state-of-the-art
recording studio. (Cont'd on page 20)

Ray Parker’s one man band, Raydio, set up for tracking
at Ameraycan Studios.

DESIGN BY SCOTT PUTNAM

by Tom Lubin

The building Ray picked up was a good real estate buy
(for North Hollywood) but was not quite the ideal spot for a
recording studio. Besides being narrow and not having too
high a ceiling, it was situated directly in the Burbank Airport
flight path. If that wasn't enough of a challenge, the front of
the building was separated from Lankershim Blvd. (eight
Lanes wide) by only a six foot sidewalk! But, it was a good

uy.
To solve the Herculean portion of the tasks Ray called
upon Scott Putnam, a veteran designer/builder of studios for
United/Western, Ocean Way West, Ocean Way and Bur-
bank Editorial Services, all in the L.A. area; Kay Smith
Studios, in Seattle; Santa Barbara Sound; and White Rabbit,
in Sausalito. Scott has been working on studios since he was
a teenager, helping out at his father's studio, United/
Western, in Los Angeles. He credits father Bill Putnam and
Jack Edwards for much of his design background: Bill for the
acoustics (and making Scott do his homework) and Jack for
his ideas on the architectural use of space.

Scott considers the economics of a studio, "When I have
a client like Ray I know that he'll be able to generate enough
business from his own projects to keep it going. Someone
who just wants to build a studio because they like the idea, |
worry about because the clients don't just flock in anymore.
Competition has caused rates to go down and the cost of
operating a studio has gone up. A few years ago a lot of
large studios went in but that trend has reversed. Many
owners came to the conclusion that a large room won't gen-
erally be able to earn anymore income than a small one. At
the same time the large one costs more to maintain.

"I tried making Ray’s place efficient and versatile,” says
Scott, "and use every inch of building shell. We also had a
limited amount of space to work in. | wanted to give Ray as
large a control room as possible since that's where he is most
of the time. At the same time he needed as large a studio as
we could get and it had to feel bigger than it actually was.
The original plan had a piano booth, and used conventional
base traps, but as the design progressed the nooks and cran-
nies were eliminated. A room this size just can't afford to
have specialized areas since in most cases it's wasted space.
['ve seen many drum booths and built a few of them myself,
and when they're completed the drummers never use them.
They set up in the middle of the room. In a very large studio,
a design can afford to have a small portion of the space
delegated to a specialized area, but a small room cannot.”

Scott tried to save as much of the existing building as
possible. He had hoped the walls and ceilings could be left,
but as walls were removed it became apparent the wall on
the right side would have to be removed and reconstructed
along with a new roof. The new fourteen foot high side wall

was built two feet taller than the remaining original wall, and
it was extended the full length of the building. (see orginal
outline).

The top of the new roof was sheet rocked with one layer
of 5/8” drywall before the 2" plywood sheathing was laid
down. Attached on top of the plywood was a standard roof
covering. The bottom of the ioists were then rocked with two
layers of 2" drywall. This afforded Scott with an additional
12" of isolated air space between the joists.

Below the joists an isolated 1" rock ceiling was sus-
pended, the acoustic ceiling was than hung under that. The
voids between the various layers of sheetrock were also fill-
ed with a layer of fiberglass. (Though the ceiling is parallel to
the root it is not parallel to the floor because of the angleing
of the joists from the higher wall to the lower one.

The original bass traps in the design were replaced with
a combination of diaphramatic panels and Owens Corning
703 fiberglass. This allowed very good absorption from a 6"
depth. For higher frequency absorption some of the panels
were covered with carpet.

To get more floor space the walls are sloped from the
floor slightly inward. At the ceiling the wedge shaped space
between the inside and outside walls provide room for the
air conditicning case. Rather than prefabing a plenum, the
air conditioners that are situated behind the building are
connected to a long, very large diameter flex ducting that
geritly snakes through the wall cavity.

ISOLATION AND DECOUPLING

The new roof & double wall construction supplied
enough sound isolation to eliminate the problem of landing
jets. To provide for decoupling between the studio floor and
Lankershim Boulevard, some 35 feet from the outer wall, the
building’s concrete slab was cut between the control room
and the studio. The control room floor was decoupled from
the slab with a sandwich of moisture barrier, celotex, 2x4's
on edge, more celotex and one inch particle board. The
cavity between the 2x4's was filled with fiberglass, and also
provided the space for all of the wire channeling.

The two sliding glass doors provide adequate studio-to-
control room isolation. The monitor speakers are at ear level,
and to both sides of the control room glass. Their cavities are
cantileavered off the control room wall. There are storage
cabinets below the speakers as well as under all of the seats
in the lobby and the producers desk.

The studio’s environment feels very open and belies it's
actual width. As Scott pointed out, "We have a good volume
for the square footage, and all the square footage is usable
for any setup.
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The new16-4-2
dual purpose console
from Allen and Heath.

Ontheroad or in the studio the16-4-2
handles anything the bands can throwat it.

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

16 CHANNEL, $
ANDROCK PROOF.

made from special lightweight Scandinavian laminate. its fallen off the back of alorry. Come to think of it,

For full information on this remarkably tough little it wouldn't sustain any
package contact Allen & Heath at the addresses below. damage even If it did. c

Because at $2,300 we're the first
to agree it seems as though

East Coast: AUDIOMARKETING LTD., 652 Glenbrook Road, Stamford, Connecticut 06906. Tel: Tollfree (800) 24 3-2598.
West Coast: CARA PACIFIC SALES, California 90291 Tel: (213) 821-7898
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(Cont'd from page 18) ¢
Was it a major decision for you to build that first studio
in your home?

Yes, because I didn't have a record deal at the time and I
had to spend a lot of money with no clear way of getting it
back.

Would you consider that first studio a rough draft for
this one?

Very rough...a console in the bedroom. But [ did learn a lot
about the equipment, and the hardware and design. This
studio was less of a risk because [ was selling records. At
least [ knew that what I recorded would be released.

How did having your own studio affect your work?
Well, I could spend as much time as [ wanted to get it right.

Was there a marked change in your final product?

[ began putting down the Rhythm King and overdubbing all
of the instruments one at a time instead of paying for studio
time and having to get everybody there to cut things as fast
as possible.

That's the big difference?

[ think so...with all my hits ['ve always played all of the in-
struments myself.

Was there anything special you had in mind when you
planned this studio?
The look was important. | wanted something comfortable,
that I wouldn't get tired of looking at. The designer, Scott
Putnam, did that right. I also couldnt work in big rooms,
because the rhythm tracks got too loose. This room is small
enough to get the sound I want, but big enough to do
strings.

And there are other nice features...we have inputs here
under the console so things plug right in and go fast. We
have a lot of little gadgets that make life easier.

Did you work closely with Scott on the Studio?

I was here every day..."raise that doorknob up...make that
line an inch lower..."

What was your biggest hassle?
The city regulations.

Has it been a good investment?

Oh, yeah, it's been a very good move. It should pay for itself
very shortly from my records and the other artists | produce,
as well as outside clients that we're bringing in.

Would you advise other artists to do the same?
Financially, it's a much more reasonable thing to do than
booking time. People spend 75 to a hundred thousand
dollars in studio time on an album. Even if you bought the
land and building over a five year period the note wouldn't
come to that much. As long as you have an album budget
you should be able to afford a studio.

And the faith that you will be recording for a few
years...

Anybody with nominal success should be able to do it. I'm
not saying you have to sell gold or platinum records, just
nominal success and an album budget for the next few
years. Even if you can't afford to buy a building, you should
be able to lease one and some equipment. It would still come
out cheaper in the long run, and you have time to do other
projects, cut other records, hustle up some business and
make it come out to your advantage. [ ]

TILT WALL

CONTROL ROOM

DROP CEILING

STORAGE

Floor Plan of Ameraycan.
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episode #23

by Mr. Bonzai

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

"Layla, any calls yet?" I asked our
receptionist cockily.

"Tons, Mr. Bonzai!”

"Great...run them by me.” [ took
out my notepad to start figuring out
our expanded income.

"Well, let's see,” she began,
"Johnny Terrific wants to get back in
the studio to finish up his latest album.
Ozxxon Tape wants us to sign a 25K a
year purchase order. The Mortician's
Union would like us to donate some
time for their annual glee club
album...Omega Labs wants to show
us their new digital fuzz generator,
and Orange Grove Junior College
wants us to hire one of their students
for free.”

It wasn't the jackpot | had
expected, but at least we would be
working again. Johnny Terrific had
been recording his latest album since
Woodstock and no one knew if it
would ever be completed, but his old
song "Call Me Collect” was this year's
phone company jingle, so we knew he
could pay his bill.

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

"Noon."”

"Noon! OK, get Eddie out of the
sack and tell him to tweak the multi-
track for elevated levels...call Keith,
the tape supplier, and order us a case
of pancakes. (Terrific always likes to
do about twenty mixes per tune and
then listen to them in his mobile
sauna.) Tell Cart to cancel his fishing
trip and get the U-87's out of the
shop. (Territic likes to have at least

22

Other Side of the Tracks

TERRIFIC

session

nine Neumann'’s on the drums.) And
let's give Orange Grove College a
call and try out that free student.”

The college sent over their top
student just in time to get set up for
our big session.

"Hi, I'm Gartield...I've got a 3.8
grade point in Electronics.”

“That's great, Garf,” |
complimented him. “Why don't you
start by washing the control room
window?” We'd keep him busy in the
background until he got the hang of
high pressure session work.

Gart had the window cleaned, the
carpet vacuumed, and our car stereos
repaired by the time Terrific and his
crew arrived four hours late. They
began to haul in their truckload of
gear as | made introductions.

“Johnny Territic!...what a thrill,”
Gart gushed. "I thought you O.D.'d
when | was in the sixth grade.”

"No, kid,” he responded, "I was
just re-mixing.”

Cart and Eddie began setting
drum levels and hooking up the bank
ot Terrific synthesizers while I put up
Johnny’s master tape to check his
levels. The tape backing began to
peel off before 1 could stop the
machine. [ switched it off, closed the
doors on the machine, and slowly
rushed into the drum booth for a
conference.

“"Eddie,” | pleaded hoarsely, "I
need some help. The master is falling
apart.”

"Hmmm,” he said, “that happened
to the Zeppelin once when they left
their tape in an open convertible for a
few weeks. The only thing we can do
is ride the pinch roller with some
O-tips and head cleaner and hope it
holds up ‘il we finish the session.”

[ strolled back to the control room
and put Garf on pinch roller duties as
Layla burst in with exciting news.

“Mr. Bonzai, Kent Kornkooper
just called! He saw our studio on the
cover of the Mix and wants to come
by to check out our sound.”

“"Who's Kent Kornkooper?”
inquired Gartf.

"Kent Kornkooper is the president
of Expressly Everything. He is the
most influential studio designer in the
world. He built The Buffalo Ranch up
at Lake Narrowhead, he designed "Le
Tape” for Andre Peneur in Canada,
and he just completed Air Loom
Studios in Bora Bora for The
Bingoes.”

"Oh," said Gart, stopping to take
notes.

Six hours later we were
reasonably rolling. Kent Kornkooper
walked in just as Terrific was laying
down some flashy synthesizer riffs. We
were looking good and my hope was
that Kornkooper would pass the word
along to some industry heavyweights.
[ invited him to have a seat on our
sofa and listen to the session.

Qur control room had been built
at gigantic expense by The Modzilla
Sound Company. We had an
incredibly good sound, with no
external E.Q. The time analysis sheets
looked like a mass murderer's E.E.G.,
but we had the sound that people like
Johnny Terrific responded to.

“Very nice sound, Mr. Bonzai,”
Kornkooper remarked. "I especially
like the inner-tube clouds you've
suspended over the relective area
above the console. How is the internal
wall structure composed?”

"Oh, the usual sandwich layering
with a little improvising here and
there,” | informed him. I really didn't
know exactly what Modzilla had put
in the walls, since they had kept it a
secret.

"Hey, it really stinks in here,”
yelled Garf. "Look—there’s smoke
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coming out of the ducts!”

[ tried to hide my panic. "Just
keep recording, Johnny...no
problem...must have blown a tuse.”

"Sure, man...I don't want to stop
now. I'll be cookin’ soon.”

Cookin’' was right. If the air
conditioner failed, the studio would hit
150 degrees in minutes. [ put Garf in
charge of running the tape machine
and grabbed Eddie and Cart for
rooftop reconnaissance.

Up on top of the studio, we found
fan belts flapping and screaming, the
motor bouncing on its grommets, and
smoke pouring into the sky. We
yanked the filter panel oft and found a
black, caked mess of dirt, dust, dead
bugs, and solidified fiberglass. We
began beating the filter panels and
immediately looked like three stooges
in blackface.

When we got back to the control
room, Kornkooper and Terrific were
semi-comatose with Garf fanning them
with a record jacket. | heard the
sound of sirens outside as a troop of
firemen marched in with axes and
huge hoses.

"OK, men, hit the walls, the ceil-
ing, this electronic stuft,” the Chiet
ordered. "Hold it...stop...it's OK,"” |
screamed. "No water!”

“Alright, but this smoking wall has
to be opened up.”

Before [ could put myself between
the firemen and the wall, the axes
were flying. The smoke subsided just
as they tore down a 9x12 foot
section.

“Interesting,” commented the
bleary-eyed Kornkooper. "I never
thought of using that type of slate.”

As the walls crumbled before us,
out tumbled slabs of school
blackboards. Next came a layer of
sawn-up surfboards, a pile of crushed
styrofoam cups and egg cartons, a
few sheets of astroturf, and several
mohair sofa cushions.

"That's just amazing...you learn
something every day,” Kornkooper
raved. "I'm gonna mention this in my
report at the next EAS convention. |
like the idea of the small studio
improvising when they pack their
walls.”

Johnny Territic revived and
started to leave with his band.

"Wait, Johnny,” I called. "Every
studio has a little down time...”

"Hey, man,” he said, "no
problem. We'll just go grab a bite to
eat. If Kornkooper says this is a
happemng studio, that's good enough
for me.

“Thanks, Johnny...could you give
us about an hour to put the wall
back?” ]

The situations and characterizations in this
column are purely fictional and do not
reflect anything relating even vaguely to
reality, living or dead.
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SYN-AUD-CON SUBSCRIPTION

For Non-Graduates

ONE YEAR $50

Subscription to Syn-Aud-Con quarterly NEWSLETTERS and
TECH TOPICS was previously available to Syn-Aud-Con graduates
only. Now the subscription is available to all who wish to
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To start your subscription with the next issue, send check,
Mastercharge or Visa (with expiration date). Your $50 will be
applied to the registration fee for a Syn-Aud-Con Sound Engineering
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I. ON LINE
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Pro Audio Systems.
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DEALEBRS FORUM

Financing Studio Expansion

Craig G. Ingle
President

Pro Audio Systems
Seattle, Washington

Pro Audio Systems has been
building studios for about five years.
During the past two, we have seen the
recording studio market go through a
paintul growing-up period.

Back in the seventies, the “creative”
element was everything and the
business side got very little attention. It
was easy to get started. People were
opening studios for a lot of the wrong
reasons. In many cases, their only
qualifications were they liked music and
could scrape together the money for
the hardware.

Today the studios that are making it
are the ones willing to take a serious
look at the “dollars and cents” aspect of
their business without letting go of the
“creative” element.

For example, Pro Audio Systems
recently worked with Jim Bredouw and
Sunny BlueSkyes to put together The
L.A. Studios. This was at a time when
interest rates were skyrocketing and
banks were cutting back on loans.

Today The L.A. Studios is booked
solid with commerical work. Of course,
the fact that Jim and Sunny have enor-
mous amounts of talent is what brings
the customers in. However, [ feel one
reason it's so profitable is that everyone
involved sat down and looked at total
project costs—not just hardware.

These included cost of money, cost
of time, cost of construction, installation,
over runs, long term maintenance and
the human element of team effort. The
fact that The Studio made money in its
first hour of operation is just as impor-
tant as the fact that 90 million people
heard the product.

Claude Hill

President

Audicon Design Group
Nashville, Tennessee

The two greatest factors in cost effi-
cient design and construction in the
contemporary multitrack recording
studio are proper project planning and
the selection of building materials.

Proper planning includes the ser-
vices of an experienced design team,

which includes qualified architects,

from the outset of the project to assure
that in all areas from site planning to in-
terior design the most functional and
cost eftective decisions are made. The
‘fix it in the mix' approach to studio
design and construction is certainly the

Cloude Hlu

most wasteful and costly.

There is a wide range of materials
available to the designer and client, not
all will tulfill the basic acoustic needs
and allow the primary criteria for studio
design to be adequately met. It is the
designer’s role to guide the client in sel-
ecting cost effective materials which
provide proper acoustic performance
within the established budget.

In today's economic climate,
sources of financing for ‘start-up’ studio
operations are difficult, if not impossible
to tind. While established studio opera-
tions have only to commit to pay high
interest rates, new studios cannot find
financing.

One approach which has worked
recently is the use of investor capital to
purchase the required real estate for the
project and to use the value of the real
estate as leverage in obtaining the re-
quired construction and equipment
financing.

Bob Todrank

Executive Vice President
Valley People, Inc.
Nashville, Tennessee

“Creative financing” has always
been necessary for studio construction
and equipment, partly because gray-
flannel-banker-types often don't speak
the same language we do. Now the
communication problem has worsened,
with the economic slow-down, record
label cutbacks, and a rash of studio
bankruptcies. That's why our first re-
commendation to our clients is to hire a
financial planner and/or accountant—
someone who can speak the language
of investors, on your behalf. If you're
lucky, you'll tind a financial planner/ac-
countant who'll want to get involved as
a limited partner. If not, pay for the ser-
vices outright. The fees you pay will
save you countless headaches all along
the way.

Next, you need a thoroughly
prepared and documented business
proposal. It should contain as much im-
portant information as possible: pro-
jected P&L statements for at least four
years; your background and brief per-
sonal history; a firm statement of your
objectives and goals; commitments
from artists and companies who intend
to use your facility; artist's sketches and

architectural drawings of your propos-
ed facility; and, a believable repayment
plan.

This proposal will be necessary,
whether you obtain conventional fund-
ing (i.e., banks, savings and loans, leas-
ing companies), or capital investment
(i.e., outside investors, limited partner-
ships, tax shelters, etc.). For new
businesses, investor support is a better
likelihood, while established businesses
with proven profitability will fare better
with conventional financing.

Ask your accountant about limited
partnership tax shelters as a source of
tunding. Then put together a group of
interested parties who can each contri-
bute a fair share. (We've had reasona-
bly good success using this approach )

You'll want to make your proposal
presentation to as many sourc®s of
funding as you can (with the participa-
tion of your accountant.) Educate
yourself well enough so that your pro-
spective financiers don't ask any ques-
tions you can't answer.

The area of financing is where a lot
of creative, talented, experienced
people lose their dream of studio
ownership. .because they don't back
up the dream with thorough prepara-
tion and perseverance.

Cost efficiency is one of my pet
subjects, but I only have room here for
a tew points:
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Maxell gives
vou 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-
bitity 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
employ 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 jJamming

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 = Midwestern Office, Glen-
ellyn, 1L (312) 469-3615 » Western Of-
fice, Los Gatos, CA (408) 395-1998

maxe II

The Professional Advantage

Maxell Corporation of America
60 Oxford Drive, Moonachie, NJ 07074
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In building an acoustical space,

your first and foremost expense is isola-
tion. Isolation from outside noises, and
from you to your neighbors. Isolation is
both material and labor-intensive, thus
the high cost. Here again, pre-planning
is extremely important. I stress the

necessity of enlisting qualified assist-
ance in the early “thinking” stages; or
educate yourself to the ramifications of
good and bad acoustic isolation and
how to get it right. If you are dealing
with a building from the ground up, be
sure to include the majority of
necessary isolation in the structural sup-
port part of the building. This proce-
dure negates the necessity of building

costly additional isolation inside. If you
don't have the luxury of building from
the ground up, choose your site care-
tully with your eye always on isolation.
The less you need, the more inexpen-
sively you can build. Also, be wary of
expensive, so-called “acoustical” finish
materials. There are multitudes of inex-
pensive, quite functional, and attractive
materials available to the astute plan-
ner.

One final note about our current
economic times: Don't overbuild! Build
only what you need for your business
and your customers. "Keeping up with
the Joneses” may satisfy your ego, but
do nothing for your wallet.

Courtney Spencer
Vice President, General Manager
Martin Audio Video Corp.

New York, New York

An appropriate and cost efficient
studio equipment package must ac-
count for actual operational require-
ments and, in many cases, the market-
ability of at least the principal items (i.e.
console, multitrack, monitors) to the
studio’s projected clientele. The “"name
game” is a significant factor for many
studios, especially major record-
oriented facilities, and in some cases

can virtually make or break an opera-
tion. Above all, one must take a hard
look at what is actually needed, and
what your projected income can sup-
port.

In regard to the actual financial ar-
rangement, the best advice [ can give is
to retain the services of a good account-
ant. He can analyze the various options
available to you and help you make the
right choices. In my experience, at
least, the most popular form of capital
equipment financing is the so-called
“finance lease”. In most respects, this is
not a true lease, except for the fact that
the lease company retains title to the

Presenting our Fourth Annual
“Thanks for your support”

SUMMER SPECI
$60/HR. BLOCK|R
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Automated 24 Track
Recording Studio

Transparent
NOW, a very private, highly-

creative ‘“one-on-one” alternative that
must truly be experienced to be be-
lieved.

“The Power” pushes your mix through
the new UREI 813 Series A" Time-
Aligned™ Monitors. 1200 watts per
side fill the new SRS-designed control
room with clean, clear, accurate
music...Awesome.

With state-of-the-art clarity and
speed...with esoteric presence and
warmth...surviving manipulation by as
many as 52 microphones (10 tube-type)
® 32 channels ® 24 tracks * Automation
* 12 compressor/ limiters (7 tube-type)
* 6 DDL’'s » Stereo EMT plate echo ¢
Endless array of equalizers, flangers,
phasers, chorus echoes, Aural Exciters
and more...

The music goes ‘round
‘found...and it comes out here.

Still transparent. Hearing is believing.

Call us at (408) 279-AYRE

458 A REYNOLDS CR. SAN JOSE 95112

and
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equipment until all the payments have
been made and the nominal purchase
option completed. Bank financing is a
viable alternative for equipment aquisi-
tion and the clear choice for construct-
ion and capital improvement

A “finance lease” and bank financ-
ing share common characteristics in
that both allow you to take the normal
tax investment credit, deduct the in-
terest from your taxes and own the
equipment upon completion of pay-
ment. A “true” lease can usually be

treated as a fully deductible operating
expense, but typically involves a pur-
chase option at the end at “fair market
value” which may be a substantial
figure, given the normally high value of
quality used equipment.

The essence of success in financing
and building a new studio is careful re-
search and planning, understanding
your marketplace, and providing suffi-
cient operating funds to get through the
typically lean early months of opera-
tion

Matt Brosious

General Manager
Audiotechniques Equipment
Exchange

New York, NY

When [ put together an equipment
package, [ stress the importance of con-
sultation and long range planning. It is
always an excellent idea to determine
your equipment/construction budgets
and what effect these budgets will have
on your business, well in advance of
any purchases. Purchases must not only
be justified—but must be absolutely
necessary!

For example, let's say a particular
area doesn't have a recording studio
with more than 16 tracks. An enterpris-
ing studio owner may think, "Hey! If |

put in a big-buck 24 track room, every-
body in town will record (and mix) at
my place, right?” Wrong! In many
cases if an area doesn't have a big-buck
24 track studio, it's probably because
the business cannot support such an
operation. There is an advantage to
having the latest, most sophisticated
equipment but that advantage can be
nearly wiped out by the cash flow strain
that purchasing the equipment and
financing the purchases causes.

[ am not saying that studios
shouldn't expand, but suggesting that
because of keen competition and the
capital intensive nature of the recording
studio business, more than usual
cleverness is required for any degree of
success. Recently | have put together
several equipment packages designed

47,

g

‘ 8’05‘1'011
A

around used gear. My clients have
realized an initial savings of up to 50%
The equipment [ supplied was top quali-
ty, well maintained studio gear, that was
either being liquidated for financial
reasons or being traded-in on the latest
model. Used recording equipment of-
ters several other advantages besides
low cost, including a well-known track
record, parts availability and familiarity
among the technical ranks. [ also
recommend that thorough testing be
performed on any piece of used gear
you're thinking of buying. It is the only
way to be sure of what youTe
buying. [ |

UIGITAL NOW

AUDIO VIDEO RESOURCES

In keeping with the tradition of having the latest in technology,

offers for rent.

¥ 3M 32-Track Digital Audio Recording System
¥r 24 Track Audio Sweetening
7% BTX Shadow —SMPTE Time Code Editing System
7 Eventide ““Time Squeeze” (Time Compression)

Digital Recording is available for less than you think,

call us for a package price.

AUDIO VIDEO RESOURCES
60 Broadway; San Francisco, CA. 94111
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by Scott Putnam and Tom Lubin

When someone decides to build a
studio or extensively modify an existing
facility, the most formidable part of the
construction may not be the design or
financing, or dealing with workman.
What has been known to strike terror in
the hearts, and what is likely to be dis-
cussed in low whispers and only behind
closed doors...is the building depart-
ment, and it's on-site inspectors. By
their decisions, which may often seem
no more than personal whims, months
of design planning can become null
and void in a fell swoop with that most
feared phrase, "This doesn't pass code.”

Many a studio owner has spent
restless nights filled with bad dreams of
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what might happen when the inspector
shows up. Would there be an unantici-
pated necessity to hire big saws, jack
hammers, cranes, expensive consul-
tants; and what would have to be torn
out or re-done? Not only would this
cause budget overruns and frayed
nerves, but projected completion dates
would become meaningless as the
building department knows no dead-
lines.

On the other hand, many studios
have done extensive construction pro-
jects without a permit out of fear of what
acquiescing to the “"code” might mean.
Not “pulling” a permit, however, can
have equally catastrophic conse-
guences. More than once an inspector
has appeared at an un-permitted pro-
ject, having gotten wind somehow that
something was going on. With his
discovery, owners have faced fines and
penalties, as well as the necessity to
back-track and obtain a permit before
the project could go forward.

Even after the work has been com-
pleted, it a permit was not obtained, the

situation could be a time bomb at some
point in the future if an inspector ques-
tions what had occurred. He can assess
a heavy fine and insist that everything
be brought up to the letter of the code,
including possibly demolishing and re-
building what had been done.

The problem tends to compound it-
selt since once work has been done
without a permit, there is quite a lot of
hesitation to get a permit for a subse-
quent project, for fear the previous
work will be questioned. Further, work
that is done without a permit and pro-
per inspection may make the studio’s
building insurance policy null and void.

THE BUILDING DEPT...
IT'S PURPOSE

The building department and the
building code were established to pro-
vide minimum standards to safequard
life and limb, health, property values,
and public welfare by regulating and
controlling the design and construction
of a buiding, and the quality of
materials that are used.

The code tries to break building re-
guirements into categories such as
single family dwellings, commercial,
high rise, etc., but in many cases the
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uses merge together. Where a record-
ing studio (or home music room) falls is
somewhere between the' cracks.
Though local codes do vary from city
to city (or county to county), they all
pretty much follow the National Council
of Building Inspector's Uniform
Building Code. There are specific code
books for building, electrical, plumb-
ing, heating and air conditioning. A
copy of the various Uniform Building
Code books can be obtained at larger
libraries or book stores (but be sure the
copy is current since changes in speci-
fications and procedures, locally and
nationally, occur yearly.)

Fire codes probably vary the most,
and are stricter in many of the larger
cities. Probably the most severe restric-
tions are in Los Angeles and New York,
where they also have more stringent
electrical specifications.

Other agencies that can affect the
speedy construction of a studio might
be the zoning department, the health
department, the fire inspector, the bar-
rier committee (who deals with the
needs of the handicapped,) and the ar-
chitectural review board (who looks at
the aesthetics of a building as it relates
to community standards for the area.)

If the building is being built from
scratch, there will be additional visits to
the city structural engineer, possibly the
energy conservation bureau, and, de-
pending on the site, the grading and
engineering inspection department.
Further, if the studio is being built from
the ground up, an entirely different and
stricter set of rules will apply. If the
studio is being built on a vacant lot
there is no way of avoiding these
stricter rules, but if there is any kind of
an existing building that is going to be
demolished, it might be wise to retain as
much of the original building as possi-
ble so that the studio will be considered
a re-do or, if possible, a simple re-
model. You may only need to leave one
wall standing for the rest of the con-
struction to be considered a re-do,
since the rule is broadly interpreted.
Usually the preferred wall to leave
standing is the one facing the street,
since a new wall may need to comply
with current easement requirements
that call for its placement further back
from the street than the original wall's
position.

WHO DOES WHAT?

Basically, the building department
runs interference for all the other de-
partments, besides evaluating the
structural integrity of the construction.
It someone there decides you have to
go to another department before ap-
proval is granted, then that's what you'll

o)

. The electrical department, besides
handling all the power requirements,
will also check fire alarm and smoke de-
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tector installations on new constructions
and re-dos. The heating and air-condi-
tioning department deals with air duct-
ing, the various blowers and heating
exchange systems. The plumbing
department supervises sewer, gas and
water pipes. Sometimes authority
overlaps and dual approvals are re-
quired. The electrical, plumbing,
heating and air-conditioning, and
building departments all watch dog the
various city, state and federal energy
conservation and/anti-pollution codes.

It the requirements don't seem to
apply in your particular case, you may
go before the committee (somewhat like
a court hearing) and possibly get a
variance.

ZONING

The building department's zoning
laws for recording studios contain many
gray areas. lf the building is a commer-
cial property, the situation is straight
forward. On the other hand, if the
studio is going into someone’s house
(which is frequently the case,) it should
be described to the building depart-
ment as a private listening room that
will not be used for “commercial” pur-
poses, or as a workshop—ijust like a
painter, or sculptor.

If the studio is going to be a com-
mercial operation and is being built
from scratch, it might be necessary to
not only satisty the zoning require-
ments, but provide a number of park-
ing spots based on the size and use of
the building and it's anticipated occup-
ancy.
If the building does not satisfy zon-
ing, it might be possible to get a
variance that would allow the installa-
tion, providing specified conditions
were met. How hard it is to get a
change of zoning depends almost en-
tirely on the location of the property. If
the location is not in the correct zone for
a studio but borders on an area that is, it
is possible the zoning can be changed.
In some cases, the neighborhood will
have to be polled, and an environmen-
tal impact report commissioned that
would include everything from surveys
on the added auto traffic, to water,
sewer, and soil use evaluations. For
property along the ocean in California
and some other coastal states, a coastal
commission will have to pass judge-
ment.

t all costs, avoid problems where-
ever possible. You may have all the
best of intentions and not be able to see
how anyone would object to what you
want to do, but find there is opposition.
It you do challenge your opposition, it
is not at all unlikely that they will try
wearing you down with a decision on
your project taking a year or longer,
and costing thousands of dollars in re-
ports and hold-ups in construction.
Needless to say, there is no guarantee

that the outcome will be in your favor.
Realizing how difficult the environ-
mental road can be, many have been
tempted to—and succumbed to ignor-
ing the whole matter with the hope that
no one will notice. In many cases no
one has, but in more than one situation
a studio owner has been confronted
and told that the studio must cease
operation because it is in violation of
zoning and land use requirements.

AND IN CALIFORNIA...

California also has one other col-
lection of rules having to do with earth-
quake requirements. A new building
must meet some rather strict standards
regarding the walls and ceiling, but this
can be handled fairly straight ahead
when building from the ground up.
Where a studio is being built in an exist-
ing shell, what appears to be a perfect
building for a studio might turn into a
nightmare and require extensive struc-
tural re-enforcement. There is also a
building materials inspector who must
approve any material or device that has
not been previously inspected or ap-
proved by the Department of Exotic
Materials or custom electrical or
mechanical devices can suddenly hold
up the entire final inspection of the
building, the proper hook-ups and
possibly occupancy. And a U.L. ap-
proval will not necessarily mean an
automatic city approval.

PULLING A PERMIT

The best possible situation is to
avoid as many different departments
and divisions as you can. Do every-
thing Over the Counter and avoid
Plan Check. Over The Counter
means that you take the plans to the
various departments and get approval
from an inspector at the front desk. If
you submit to Plan Check it will take at
least a couple of weeks, and quite
possibly will be much more extensive.
Here are some hints on how to do it as
painlessly as possible.

1. Keep the drawings simple

2. When talking to the inspector,
stay to the point and volunteer nothing.

3. If there is a detail missing that he
wants to see, sketch it on the drawings
you have and get him to approve the
sketch. If you draw incorrectly he will
correct it.

4. If you do any work on bathrooms,
or change the basic use of the building,
the various handicapped codes will
come into effect, and ramps and
elevators may be required.

DRAWINGS

Most inspectors, it they are
presented with a roll of drawings with
hundreds of intricate details, will glance
at them and say, "This will have to go
through plan check.”
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THREE YEARS OF SALES AND SERVICE
OF NEOTEK CONSOLES, WITH ALL MAJOR
BRANDS OF PROFESSIONAL AUDIO EQUIPMENT
AVAILABLE. LET US ASSIST YOU WITH
LEASING AND FINANCING ARRANGEMENTS.

—CALL FOR A HANDS-ON DEMONSTRATION—

NEOTEK CONSOLES FEATURE:
e TRANSFORMERLESS HIGH-SPEED CIRCUITRY
e FLEXIBLE OPERATION, INCLUDING
F.E.T. AND C-MOS LOGIC CONTROL
o PERFORMANCE SPECIFICATION EXCEEDING
THE BEST DIGITAL RECORDERS
e HUMAN ENGINEERED FOR FAST, ACCURATE MIXING.

NEOTEK CONSOLES FOR:

PROFESSIONAL RECORDING

P.A. AND MONITOR MIXING
BROADCAST

FILM/VIDEO POST-PRODUCTION
THEATRICAL PRODUCTION
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The style of the plans should be ON SITE INSPECTION so that builders can request a particular

) X ti . What is
h t inspection .for the next day \‘
3;?1“0138sgﬁﬁghéo;gs‘;?ggeggo:g pai}:f Once the plans have been ap- preferable is to directly call the inspec-

lessly as possible. The drawings should proved, construction can begin. At tor who has previously been to the site.
shovz all the '.ilmensions and the sSeveral points along the way, however, A different inspector might see things

general placement, rafter and header It will be necessary to call inspectors
details and such. A good floor plan with ~ from the various departments.

structural details is much more likely to q A requ’etst for ins%e}?tion Ce}?enbi
get over-the-counter approval. [2lp(e) (1915 1 1479 WELAS, HldSis) IS il

Remember that the Building De- number which has a message machine

partment's main concern is safety, and
each type of building has codes that are
appropriate. If you have a set of draw-
ings prepared by a studio designer, a
good percentage of the detail sheets
have little to do with the structural in-
tegrity of the construction. It's best to
leave all these details in the truck, and
not confuse the issue.

When going back to the counter
for approval, it is usually best to go
back to the same inspector, who is
familiar with what you are doing and
has already approved what you've
done so far.

Most of the time, the building
department and the inspector won't
care that the drawings are identical to
the physical reality as long as the work
is done correctly.

When there is a questionable struct-
ural detail, it is good insurance to have
a structural engineer review the ques-
tion.

When talking to the inspector, play
down the drawings. For example, in-
stead of calling them “double walls,”
refer to them as "non-load bearing” par-
titions.

WHAT DO THEY WANT

The building department wants to
see a floor plan, some elevations and
basic structural details. All of the
materials and measurements should be
called out so the inspector doesn't have
trouble reading how the walls and ceil
ings are being held up, and what sort of
footings are necessary under the floor
posts or walls. They're generally not too
interested in the acoustic design and
construction of the interior.

The electrical department wants to
have a simple floor plan layout of where
the distribution box, receptacles, and
switches will go. They also want to
know the number of breakers that will
be used and where they will go electri-
cally and physically, and the gauge of
all the wiring. They also want a load
schedule that shows the maximum
amount of steady state as well as surge
current that each breaker is going fo
handle and the total amount of power
for the entire system

The air and heating department will
require similar information, including
the efficiency specifications and air
volume figures for the studio’s duct
work, compressors, heaters and
blowers.
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differently and ask for things that the
first one did not. The trick is to nail them
Jown on exactly what to do to get final
approval.

If you are using sub-contractors for
aspects of the construction, stay abreast
of their progress with the inspectors. If
they have alienated a particular in-

spector without you knowing it, the in-
spector could be difficult for no ap-
parent reason.

There are times when the on-site in-
spector does not agree with the original
plans, regardless of the fact that they
have been approved by the plan in-
spector. It's hard to say what exactly to

lo in such a case. You could go back to
the original plans inspector and explain

know the number of breakers that will
be used and where they will go electri-
cally and physically, and the gauge of
all the wiring. They also want a load
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the problem and see if the field inspec-
tor and he could get together

TIMING

The sequence of inspections is as
follows: If the design calls for any
foundation work or concrete walls
{(block or poured,) the inspector has to
approve the steel re-enforcement and
the forms before the concrete is
poured. The next inspection comes
after the framing is completed and
before the sheet rock goes up. Both the
electrical and the building inspectors
are called in at that time; the electrical,
for a rough inspection of the wiring and
conduit size and installation. Once the
sheet rock is in place they are not able
to inspect the inside of the walls.

Depending on the design, it might
also be necessary to call in the air con-
ditioning inspector so that any of the
ducting that will be concealed in the
walls can be approved. He'll be check-
ing for proper supports, and duct size.

All of the inspectors will return for a
final inspection, and possibly one time
between the first and the last. If they
point out problems that need changing,
the number of times they visit will in-
crease. It might also be necessary to
have a few extra inspections if the se-
guence of construction requires it.
What is important is that all of the work
that will eventually be buried in con-
crete, behind walls or in ceilings, is
checked before it is enclosed.

When the inspector shows up and
takes a look at what he's supposed to
see, he'll leave a pink slip which indi-
cates his decisions. If it is not approved,
there will be a note as to what is still re-
quired.

OTHER BLESSINGS

Often the building department's
approval of the electrical and gas hook
up is conditional on the approval of the
gas and/or electrical company. The
meter has to be placed where they can
get to it easily, and they have to ap-
prove the point where you want to
make your hook-up. It might be con-
venient for the bulding but not conven-
ient for the power company, in which
case it has to be moved. When addi-
tional power is being installed, the new
service is not granted until both the city
and the department of power inspectors
have approved the system. They will
also ask for all of the Load schedule in-
formation.

A significant problem can also arise
if the city has not given final approval
but you need to get the new gas or elec-
trical service connected. If the city has
not signed off completely, it is difficult
to get the service companies to make
the hook up, even though the hold up
on the final approval may be over
something that has nothing to do with
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All-In-One Editing
at

ALL MOBILE VIDEO

AMYV Takes the
MYSTERY Out of Video
Editing and Special
Effects with Its
State-of- the-Art

COMPUTERIZED
EDITING SUITE

Featuring:

® Emmy Award Winning
Video Editors

o Trident 12-Track
Audio Board

o Fully Outfitted
Announcer's Booth

o Grass Valley Digital
Video Effects Generator

(for elaborate picture
manipulation)

® Chyron IV Character
Generator

{for complex titles
and graphics)

® Emmy Award Winning
Computer Graphics
Designer

For Broadcast Quality
Audio/Video Editing...

AMV IS THE ANSWER.

ALL MOBILE VIDEO
630 Ninth Avenue
New York, NY 10036

(contact Linda)

(212) 757-8919
(212) 446-3535

the integrity of the system. In the mean
time, you're jumping power from the
old service to the new one, and chances
are the existing service isn't quite ade-
guate, nor is the inter-connection all
that secure. Sometimes under these
conditions you can call the city inspec-
tor, and it he agrees that hooking up the
power or gas would not cause an un-
sate condition, he can authorize the
power and gas company to install the
service.

THE BIG RED TRUCK

Because of the amount of sheet
rock that is commonly used in studio
construction, it is pretty easy to meet
structural fire codes as long as the
building has been designed with proper
exits,

The interior materials are another
story and to avoid taking down or
spraying the cloth and wood with fire
retardant at some future date it is sug-
gested that before they are installed
they be made fire proof.

COSTS OF PERMITS

Separate permit fees will be
necessary for each of the different de-
partments and, if the various aspects of
the construction are being done by dif-
ferent sub-contractors, each will take
out their own permit. If the work being
done is not part of the original permit,
the inspector will require you to take
out a supplementary permit to cover
the additional work.

A different contractor’s license is
needed for each of the permits. For ex-
ample, a general building contractor
might not have a heating and air condi-
tioning, or electrical contractor's
license. It is almost essential that the per-
mit be pulled by a licensed contractor.
It you are doing much or all of the work
yourself, try to find a contractor who,
for a fee, will supervise the work that is
done.

The building department wants to
be assured that the work is being done
by someone who is qualified to do it. If
there is a construction failure, they want
to be able to have someone they can
hold responsible. The building depart-
ment also wants to be assured that any
worker on the job will be covered by
some form of workman's compensation.

The cost of the permits is figured
differently depending on whether the
project is considered a commercial pro-
ject or a home addition, and what type
of a permit it is on.

For a commercial building permit,
the fee is based on the estimated cost of
construction. As long as you're reason-
able, they'll go along with it. Generally,
what you think is a low estimate for
studio construction is average-to-high
compared to normal frame construc-
tion, so fairly low in regard to a studio

will usually suffice.

For a homeowner, a room addition
is calculated on the square footage.

The cost of the electrical permit is
based on the number of receptacles
and hook-ups.

The air conditioning and heating is
also based on the extent of the con-
struction.

THE FINAL

On completion of the various
aspects of the project, each of the dif-
ferent inspectors will come in and write
off the permits. The last inspection, the
final Final is done by the building in-
spector after all the work is done. Fre-
quently the finals happen some time
after the studio is in operation. Usually
there will be some small detail to hang-
up the sign-off, such as a timer for the
air conditioner, a lighted exit sign, etc.
It's best to get these details cleaned up
as soon as possible because inspectors
have been known to go through their
files and check up on those projects that
were never finaled. If they show up and
find a great deal more un-permitted
gclmstruction you could have real trou-

e.

There are times when it might be
preterable to hold off on the final Final
inspection for as long as possbile, since
on completion the tax assessor will be
informed of the improvements and it is
likely the taxes for the building will go
up. Something like this might be all
right for a little while, but to avoid unan-
nounced inspections, it's best to get the
project completely signed off.

Further, it the previous owner had
done this very thing you could be in for
quite a surprise. One day an inspector
might show up wondering about a per-
mit for something that you know
nothing about. Hopefully the construc-
tion that they're asking about isn't
buried behind the wall that you've built.
Always check if there are any outstand-
ing permits on the building before you
begin your construction, and get them
cleared up so you can start with a clean
slate.

AND FINALLY...

And then the day comes when that
last inspector says everything looks al-
right and signs off the permit. Finally,
more important matters will prevail,
such as getting the first paid bookings,
and making the mortgage and lease
payments on a facility that was to be
opened months before.

One thing is sure. As you say
thanks to the last inspector and good-
bye to the bureaucracy, the tenacity
and true grit you have exhibited by
going through the rules and regulations
will have put you in good stead for sur-
viving as a recording studio entre-
prenuer.
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LEO’S TAKES
CROWN

LONG-TIME HEAVYWEIGHT CHAMP
NOW HAS THE OFFICAL CROWN LINE!

PS-200 PZM-30 GP

D-150A DC-300A

Come in today and help us celebrate! We’re the champs at making deals. If
you’re a contender, and not a pretender, go for the crown! Leo’s will be offering
heavyweight discounts for the month of September.

LEQS
v PROFESSIONAL AUDIO
5447 Telegraph, Ave.,

Oakland, CAL. 94609 (415) 652-1553
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ACOUSTICAL
CONSIDERATIONS

FOR

MULTI-TRACK

by Francis Milano

The last ten years have seen great
growth in acoustic design, especially
since the advent of the multi-track
analogue tape recorder. The methods
for working with multi-track were
fundamentally different from those
employed with simpler, earlier
machines. During the time of those
earlier machines, the acoustics of recor-
ding studios represented the extensions
of a basic application of Sabine's for-
mulae and other's extensions of his
work. The problem was that Sabine's
ideas reflected the realities of the
acoustics in concert halls and did not
take into account the problems of clos-
ed studio recording. The flexibility to
record in fragments, brought about by
analogue multi-track recorders, com-
pletely changed the thinking of recor-
ding engineers. The transition occured
not suddenly, but slowly —by empirical
discovery. And acoustic designers fol-
lowed slowly behind.

We can state now that so called
acoustic design for studios is less a true
scientifically derived standard than it is
an accident of the somewhat haphazard
evolution of the recording industry.

There is ir. fact no single basic stan-
dard of acoustic design. Current design
techniques are not so much empirical in
terms of calculation and measurement,
but in their overall aims—and tend to
tollow an individual designer’s interpre-
tation of psychoacoustics.

From my background as a musi-
cian and classical organ manufacturer;
and from my extensive experience in
acoustics, which includes the design of
more than 24 studios, control rooms
and cutting rooms, | have followed the
evolution of American studios as they
developed in the early 70's on the west
coast.

ZONING

The state of the art is now regarded
as different zoning. Each zone has
sound pressure level that must be isola-
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ted for the microphones, but must allow
musicians free communication. Each
zone should be designed to enhance
the timbre of each instrument or group
of instruments. Many studios I have
seen have been typically adorned with
a rich profusion of finishing materials
which tend to make the studios look
more like a cozy bourgeois parlor of a
French bank president, satisfying
aesthetics at the expense of acoustics.

But what, in fact, is the reality? Far
too many important acoustic para-
meters are swept under the rug— such
as noise floor, coincidence resonance
frequency and parasitic aborption due
to light construction, especially when
large amounts of low frequency energy
are present. Other important factors in-
volve air conditioning noise, air flow
movement at infrasonic frequencies
creating intermodulation across static
mike capsules, and inaccurate trapping
due to the casual duplication of sub
standard trap designs (including the
failure to tune the trap once it is in
place.)

To deal with these problems and to
anticipate the arrival of the age of
digital multi-track recording, we must
improve the dynamic range of each
area dedicated to each specific instru-
ment, and to reject the maximum
amount of parasitic resonance between
zones. This is easy when you under-
stand the relationship between the dir-
ectional characteristicss of a given in-
strument and the reflective properties of
various finishing materials.

In the studio, who are we accom-
modating: the microphone, the sound
engineer, or the musicians? It is
assumed that since musicians wear a
headset most of the time they are im-
mune to the surrounding acoustics. But
when musicians attempt to get their
own personal ‘sound’ they are working
in a direct field. If the acoustics are right
this will have a strong influence on the
final result. This psychoacoustic mise
en condition is imperative if the musi-

cians are to give their best.

The other area of concern is the
control room, or “reference room", the
nerve center of the studio. All work
done, in or out, must transit through it.
Unfortunately, control room designers
are usually far too concerned with
technical details and insufficiently
aware of psychoacoustic problems. The
first of these problems is the non-
linearity of the ear/ brain interface at dif-
ferent sound pressure levels. The se-
cond is masking effect—where the har-
monics of one instrument are cancelled
out by fundamentals of another when
those fundamentals are higher frequen-
cy and greater amplitude. The third
problem occurs with high-level listen-
ing, as fatigue and the self limiting pro-
perties of hearing tend to obscure gain
variations and mask high frequency
distortion. The fourth problem is the
tendency of the ear/brain to synthesize
frequencies from “memory” even when
they are missing from reality, often
creating problems that may not be
noticed until the final mix-down. The
final problem is the “symmetry effect”
where phantom sounds created within
the acoustics of the studio confuse the
engineer. All these parameters must be
taken into account if the sound in the
control room is to be as neutral as possi-
ble. The more natural the sound is
there, the fewer problems there will be
later. In order to satisfy these basic
psychoacoustic needs, the control room
must be a primary square or rectangle
with inactive walls. Internally, the room
must be shaped as a distorted polygon,
the shape depending on the placement
of the traps. The room must be
quartered and the traps placed sym-
metrically, and the same for the
finishing materials.

TOMMOROW

As we advance into the 80,
studios will become more and more
specialized. One type may concentrate
on audio research and sound effects,
both analogue and digital. Others may
be heavily involved with video and
cinema, as the sound tracks of both
become more and more elaborate, and
will be required to produce sound
equal to that of the pure audio studios.
For the designer, it will mean new zon-
ing techniques, monitoring in stereo
with mono center and far greater com-
plexity in general.

Acoustics, as it is a human related
environmental technology, will always
change. As our perception develops,
our taste evolves. Acousticians will
have to keep pace with the incredible
growth of technology. At this moment
the quality of equipment used in the
average studio outstrips the quality of
its acoustic design. If we are to catch up
with the present and equal the future it
will require a real four de force. |
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No one can be everything to everybody — not
P 1n the audio field or anywhere else. But if
you're a serious professional in the recording

business, and you're looking for the company
that can meet all your needs for
MTR-10-2 Frofessional %’’ Two-Channel Recorder | deSign’ equipment’ installation
and service, Westbrook Audio
can do everything for you.

In the Southwest, Westbrook
Audio is the source for the
finest names in audio, including
the incredible Otari MTR Series
recorders. Westbrook’s
dedicated sales and engineering
staff will work with you to under-
stand your special needs, and

back up any ’

sale with the finest service |
available. And you can road-test
anything Westbrook sells in
their own totally equipped
24-track audio/video facility.

. don’t hesitate,
call Don Kruse or
Paul Westbrook . . . today — “—

11836 Judd Court * Suite 336 » Dallas, Texas 75243 « (214) 699-1203
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Selecting
Building

by Steve Fouce and Carl Yanchar

Advanced recording techniques
and technology, as well as the recent
emphasis on economy, demand obtain-

ing the maximum results for the least
cost. Studio constru