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EXPAND YOUR HORIZONS

You've got the talent! So why let the console you're
about to buy limit your potential? As your studio
grows and your demands increase. the TAC 16/8/2
grows right along with you. It's State of the Art
technology. designed and built with expandable
capabilities to accept additional 8 channel expansion
modules up to a maximum of 48in/24 monitor.

The TOTAL AUDIO CONCEPTS, TAC 16/8/2 is ev-
erything you want in a mid-size console.

PRICE Now $7920 thanks to the current strength
ot the US dollar versus the British pound

You can get all the details and information with a
phone call to one of our dealers They H be happ
to help you  Expand Your Horizons

TAC EVERYTHING AUDIO MARTIN AUDIO VIDEO
10055 Ventura Boulevard., Suite 1001 423 West 55th Sueet
TOTAL AUDIO CONCEPTS Encino. Calitormia 914 30

Phone (213)995 4175 + Telex 051485
Isling ton Mill, [ames Steet

Sallord M3 SHW. England
Phone Qo1 8340747 - Telex 608127

New York. NY 10019
I'hone (212) 541 5900

WESTBROOK AUDIO
118306 Judd Court. Suite 330
Dallas, Texas 75243
Phone (214) 699-1203
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One of New York's \arcest
video/audio production/pest-
oroduction facilities, Naticral
Video Center & Recording
Studio: will soon celebrte
the first anniversary of their
move into the former West
Side Airline Termina! Bu'd
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Video is our special focus for this issue.
Many of us have been watching the de-
velopments in this creative techno-art
form to determine where the opportun-
ities lie for music and audio techno-
logists. And though the audio/video
technology partners have yet to spawn
the business bonanza some had hoped
for in our ailing economy, there has
been steady growth in many areas and
there remains a promising potential.

It anything has been learned from
video in the past couple of years, it may
be that video does not equal easy
money. The business of video requires
long term planning, professional opera-
tions and a healthy dose of imagination.

There is and will continue to be a grow-
ing demand for high quality audio as
the technology of video advances with
high definition images, video ‘compo-
nent’ marketing, stereo programming
and higher broadcast standards. It is
also clear that now is the time to explore
the challenges and opportunities that
video has to offer, while it is still in its
formative stage.

Much of the editorial in this issue is built
around those who have been exploring
these opportunities and making pro-
gress. This month's listings consist of
video production faciliies and audio
studios equipped to handle video as-
signments. If this is the direction you are
headed, stay tuned.

TRACKS

Coming in May

Special Report:
Digital Recording
Manufacturers Forum

Listings:
Southwest Studios

plus

® Fantasia’s new
Digital soundtrack

e Jeff Baxter

® Quarterflash

Dear Mix,

In your February issue (Vol. 6, No. 2) that
wonderful Special Report on digital synthesizers
failed to tell us how to get in touch with the
various manutfacturers. Could you pass along this
info?

Jeff Shulkin

Hermosa Beach, CA

Dear Jeft,
Sure. Here they are:

Synergy

Music Technology Inc.

105 Fifth Ave.,

Garden City Park, NY 11040
Attn: Dennis Briefel

Prism

Kinetic Sound Corp.
11 Maryknoll Drive,
Lockport, IL 60441
Attn: Joyce Deem

Synclavier

New England Digital Corp.
Main Street,

Norwich, VT 05055

Attn: Bradley Naples

GS 1 and GS 2

Yamaha Corp.

Combo Division, Box 6600,
Buena Park, CA 90622
Atin: John Gatts

alphaSyntauri
Syntauri Corp
3506 Waverly Street,
Palo Alto, CA 94306
Attn: llana Wiedhops

ARP Chroma

CBS Musical Instruments
1300 E. Valencia Drive,
Fullerton, CA 92631
Attn: John Shykun

Prophets 5 and 10
Sequential Circuits
3051 North 1st Street,
San Jose, CA 95134
Attn: Dave Smith

OBX A

Oberheim Electronics
2250 S. Barrington Ave.,
Los Angeles, CA 90064
Attn: Russ Jones

The Source

Moog Music, Inc.
2500 Walden Ave.,
Buffalo, NY 14225
Attn: Herb Deutch

E-mulator

E-mu Systems

417 Broadway,

Santa Cruz, CA 95060
Attn: Marco Alpert

Fairlight CMI

Fairlight Instruments, USA
1616 Butler Ave.,

W. Los Angeles, CA 90025
Attn: Suzanne England

Con Brio

975 San Pasqual St.,
Pasadena, CA 91106
Attn: Brian Horner

Suite 313,

McLeyvier

Hazelcom Industries Lid.
39 Hazelton Ave.,
Toronto, Ontario,
Canada M5R 2E3

Attn: Karen Boulton

Editors Note

Roland's Jupiter-8 synthesizer was origin-
ally intended to be included :n the February
Special Report, however their information had
not been received by our editorial deadline For
information on the Jupiter-8 you may write to

Huie D. Wyrick

Roland Corporation
2401 Saybrook Ave
Los Angeles, CA 90040
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THIS MAN ENGINEERS & PRODUCES PLATINUM RECORDS

R

| go for the 'sound. The better the mic, the better t
quality | can deliver. | bought two SR-1 prototypes
year ago, and have used them on acoustic piano e
clusively. To me, the transparent sound is the d
ference between looking through a dirty control roo
window, and no window at all.

—~ 4
T Xray

Plug them in, place them and compare. You'll Ed Seay
HEAR a new transparency and clarity. You'll ex- Producer/Engineer

: perience the NEW State of the Art. Paul Davis
Melissa Manchester

Peabo Bryson

WRIGHT MICROPHONES » 2093 FAULKNER ROAD, N.E. * ATLANTA, GA. ¢ (404) 321-388




URRENT

CALIFORNIA STUDIOS
THREATENED

The California State Board of Equalization
has imposed a retroactive sales tax on all inde-
pendent producers, engineers, production com-
panies, and recording studios. All monies re-
ceived prior to 1976, including royalties, are sub-
ject to a retroactive 6% sales tax, 10% penalty
for failure to file, and 1% per month interest. All
production expenditures between 1976 and the
present that were in any way connected with the
“fabricating” of a tape (i.e., hotel expenses, rental
cars, airplane fares, AFTRA scale, meals) are also
subject to the same taxes, penalties, and interest.
Independent engineers who charge by the hour
are now being told that they should have been
charging sales tax on their time since 1976, and
are now required to pay those retroactive fees.

Capitol Records, Warner Bros. Chrysalis,
and A&M, as well as major production com-
panies, have already received sales tax bills.
Many have had to pay and are now in court.
State law requires paying the tax before being
able to fight the issue in court. The Board of

Equalization is now expanding its pursuit of these
"lawbreakers” to include individuals, as well as
the smallest independent companies.

Since the State accumulates a major por-
tion of its information via its audits of major
record companies, any independent producer,
engineer, production company or studio who has
done business with them during the 1970's can
expect a call and eventual audit from the Board
of Equalization. Non-residents of California are
not exempt, as anyone who has done business in
the state since 1974 is liable.

As a result of this action, the California En-
tertainment Organization (CEQ), a non-profit
corporation, has been formed to take action
against these tax statute interpretations and to
bring the problem to the attention of the public
and the industry at-large. For information about
C.E.O. membership and financial support, contact:
California Entertainment Organization, P.O. Box
512, Van Nuys, CA 91408, (213) 906-2080.

NAB Features TV
Technology

The National Association of Broadcasters
has announced today that 462 associate mem-
bers will be exhibiting their products during the
60th annual convention in Dallas April 4-7. The
exhibits will cover more than 208,270 square
feet in the Convention Center.

The technical sessions to be presented at
the convention will include such topics as Direct
Broadcast Satellites, High Detinition Television,
One-half inch VTR Standards, Multichannel
Sound, and a SMPTE workshop that will focus on
digital techniques for broadcast and recording.
"Minority Programming for Profit and Progress,”
a special workshop on minority radio which will
cover successful and innovative approaches to
serving particular community needs while
making a profit, will also be a feature of the show.

Julius Barnathan, ABC president of broad-
cast operations and engineering, New York City,
will receive the National Association of Broad-
casters’ 1982 Engineering Award; and CBS
News Special Correspondent Walter Cronkite
will receive the National Association of Broad-
casters 1982 Distinguished Service Award, the
industry’s highest honor, during the closing ses-
sion of NAB's 60th annual convention on April 7
at the Dallas Convention Center.

The NAB serves a membership of over
4,600 radio and 660 television stations including
all the major networks.

Video ‘Magazine’
Launched

Media Concepts has begun producing
VideoJournal, a fitty minute video program which
is sold by subscription. Produced six times a
year, VideoJournal contains 10-15 segments
varying in length from 30 seconds to eight min-
utes. The program is a magazine format video
publication designed for people in North
America working for corporations in video and
audio-visual departments.

Managing Editor Bob Aristarco says the
program shies away from the typical 30 second
commercial advertising in favor of “informer-
cials.’

“Advertisers are asked to give information
which shows viewers something useful in the
course of demonstrating a product,” Aristarco
says. "We provide up to 90 seconds for an adver-
tiser’s infomercial. This allows plenty of time to
demonstrate a production technique, give a pre-
ventive maintenance reminder, or explain how to
use a piece of equipment in a unique way .

A typical edition of the program contains
segments on new technologies in video, manag-
ing a video department, background on a pro-
gram produced for a non-broadcast audience,
excerpts from the featured program, tips on how
to handle troublesome production situations, and
trends for the future of video.

For more information, contact: Media Con-
cepts, Inc., 331 N. Broad Street, Philadelphia,
PA 19107

notes...

Alpha Audio, of Richmond, VA, has been
designated as the sole distributor of Sonex
acoustical foam for the U.S. market... New peo-
ple at Altec: Roy Cizek, former President of
Cizek Audio and Speaker Division Manager for
Audio Dynamics Corporation, has joined Altec’s
engineering department; and Janine Fromm has
been appointed District Manager for Altec’s In-
dustrial/Professional Sound Product lines in the
Southeastern U.S.... The new Bay Area Jazz
Society was formed after the merging of Bay
Area Loft Jazz and the San Francisco Bay Area
Jazz Foundation. For more information, contact:
Bay Area Jazz Society, Fort Mason Center, Bldg.
C Room 225, San Francisco, CA 94123, (415)
540-6345... Larry Phillips has been named
President of Cerwin-Vega International, a total-
ly new company set up to market and distribute
pro-audio, musical instrument and hi-fi products
throughout the U.S. and worldwide... Paul R.
Kelly, music business program director at
Elmhurst College, Elmhurst, IL, led a 15-day tour
of the music and entertainment industry in Los
Angeles as part of a short-term January course. A
similar tour of Japan is planned for next year...
Lew Barrett, of North Shore Marketing, Seattle,
WA, has been named "Pro Rep of the Year” by
IBL... Sony Corp. is planning a major exhibit of
video-interactive technology for the 1982
World's Fair at Knoxville, TN. Visitors to the ex-
hibit will be given answers to their energy-related
questions by touching a panel which will trigger
answers supplied directly by videodisk... Dennis
Woywood has been appointed Division Vice-
President, Broadcast Video Systems, for RCA's
Commercial Communications Division... Inter-
Magnetics Corp., a worldwide manufacturer of
audio and video tape machinery and a specialist
in building tape plants, has been acquired by
Agra International, a trading and industrial con-
glomerate headquartered in Dubai, United Arab
Emirates... Stanley W. Faught, general
manager of the Magnetic Tape Division, has been
elected Vice-President of the corporation by the
Ampex board of directors. Also, Michael O.
Felix has been appointed General Manager of
Ampex’'s Advanced Technology Divison, to
direct the company's extensive research and
development programs... Alfred E. Smith has
been named vice president of 3M's Magnetic
Audio/Video Products Division, succeeding John
E. Povolny who becomes industry relations vice
president, Memory Technologies Group/3M.

6
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The Needle Knows

Even when your ears no tape-induced level varia- A consistency that lets you
can’t tell the difference, your tions from one reel of 456 to forget the tape and concen-
VU meters can. another or within a single reel. trate on the job.

Which is why we test every No other brand of tape
reel of our 2” Grand Master® undergoes such rigorous test- _ _ N
456 Studio Mastering Tape ing. And as a result no other e e
end-to-end and edge-to-edge.  brand offers you the reliable (815) 367-4463
To make certain you get a consistency of

rock-solid readout with virtually ~ Ampex Tape.

AMPEX

Ampex Corporation - One of The Signal Companies@

q out of 5 Professionals Master
on Ampex Tape:.

*1981-1982 Billbom
BrondUsogew -
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NORTHEAST

At Rose Hill Studios, Syracuse, NY, Meatloaf
quitarist Mark Doyle has completed production
on singles for the Natives and the New York
Flyers.

At Audio Innovators in Pittsburgh, PA, Al
Mossburg is recording new material with Noel
Paul Stookey of Peter, Paul, & Mary fame pro-
ducing. Chief engineer John Struthers is engi-
neering the session with Danny DiCarlo as-
sisting.

Soundwave Recording Studios in New York
City, has just completed mastering projects for
Omni Jazz label. They include a Harry Leahey
and Steve Gilmore album. Also John Coates
Pocono Friends, Vol. 2 with Yoshio Inomata
producing.

Jon Miller Sound Studios in Bath, PA, an-
nounces the release of a brand new album entitl-
ed, "Sad Songs” by Mark Wayne Glasmire, a
local singer and songwriter. The studio did all of
the recording, mixdown, and mastering and the
photography for both the front and back of the al-
bum jacket. It is on Right Track Records label and
is available at the studio.

At Spectrum Recorders, Lanesborough, MA,

Fear of Strangers completed their self produced .

album for Faulty Products/an LR.S. agency
Down Time recorded 4 original tunes for demo
purposes. Harpo Charles did some pre-produc-
tion work for his forthcoming album. All engi-
neering by Peter Seplow.

Kevin Tracey Studios of Manchester, New
Hampshire, has recently completed recording
and mixing down songs for an upcoming Dave
Stahl Band LP. Producer was Dave Stahl. Engi-
neering was done by Bill Tracey, assisted by Jon
Chase. This was the first project at the new
24-track studio.

Blotto is busy recording their first full-length
album at North Lake Sound in North White
Plains, NY. Blotto is producing, Chris Cassone
engineering. No record label is set yet.

SOUTHEAST

Recent activity at Southern Tracks Studio in
Atlanta, GA, includes: Eddie Floyd recording
tracks with William Bell and Mike Stewart pro-

8
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ducing. Engineering the sessions have been Mike
Clark and Doug Johnson.

At Quadrafonic Studios in Nashville, TN, Steve
Gibson producing Sea Level for Arista Records,
Rich Schirmer engineering. Michael Clark (co-
writer of Slow Hand) producing Lynn Ander-
son, Willie Pevear engineering.

At Coley Recording Studio, Carrollton, GA,
Phil Coley has written and recorded a new jingle
for Hardee's, and has arranged and recorded
soundtracks for Hardee's Nightrider TV commer-
cials. Tom Beggs engineering.

Twelve Oaks Studio in Atlanta, GA, reports
complete album projects for Teddy Huffan and
the Gems, His Ambassadors, Babbie Mason,
and a various artist album, “Alleluia Atlanta”,
along with commercial work for Ma Bell and
Ronald McDonald.

At Strawberry Jamm in West Columbia, S.C.,
The “Five Singing Stars”, started production of
an album, The Seduction Band was in recently
for more demos, and Zeeny Cobb and and The
“Loggin’ Road Band"” are in production of a
demo.

MorriSound Recording in Tampa, FL, is record-
ing an album for jazz pianist Robert Kostreva,
engineered by Tom Morris. Deep South, with
Jim Morris engineering and assisted by Rick Mil-
ler and Tom Morris, has begun mixdown for
their new EP.

NORTH CENTRAL

At Faithful Sound Studios in Champaign, Ur-
bana, I, activity includes PM Magazine shooting
a series on singers; Andy Gunsberg recording
his 2nd LP for Folkways Records; Memphis
Phase Two, Rumble Records, Kristen Lems
and Austrian Rocker Walter all recording new
singles.

At Solid Sound Recording Studio in Hoffman
Estates, IL, projects include a 45 for the T.C.
Walker Band on Statesboro Records. Engineer-
ed by George Minol and produced by Tom
Griffin. A session with The Balsamello Bros.
engineered by Judd Sager and produced by
Wayne Gilpin.

Activity at Sth Floor Recording Studios in Cin-
cinnati, Ohio includes Bootsy Collins mixing an
album for Warner Brothers, Bootsy producing,
Rich Goldman engineering, Bob Craig
assisting. Roger Troutman of Zapp and Roger is

in doing overdubs, Greg McNeily engineering

At Timbre Studio in Alsip, IL, a brand new soul
group from Louisville, KY has just finished their
first album project. The group goes by the name
of Calculus II, and bass player Ronald Booth is
producer. The project was engineered by Jerry
Muzika and Scott Rowley.

Recent recording projects at Pinebrook Studios
in Alexandria, IN, include: The Cathedral
Quartet, produced by Bill Gaither, and
engineered by Steve Archer for Word Records.
Paul Stilwell and Bob Krogstad for Good Life
Productions, engineered by Toby Foster.

NORTHWEST

At Commercial Sound Studio in Las Vegas, NV,
Bo Coulter is finishing an album for Gold Sound
Records, also Tommy Bell preparing two singles
to go on his future album. Both are being pro-
duced by Tommy DeVito, founder and original
member of the Four Seasons.

CoraSound Recording in San Rafael, CA, has
nearly completed the first album recorded on
their new Neotek console engineered by Mikey
Razor for Red Asphalt.

At Harbor Sound Recording in Sausalito, CA,
Merl Saunders, producing with his son, Merl
Saunders Jr., "San Francisco After Dark,” on
their own label Suemerton Records with Bob
Hodas and Nancy Evans engineering.

At Different Fur Recording in San Francisco,
CA, The Tommy Tutone Band was recently
working on tunes for their next album on CBS
Records, with David Blossom engineering and
Don Mack assisting.

At Prairie Sun Recording in Cotati, CA, High
Noon, featuring Mickey Hart, Norton Buffalo,
Vicki Randel, Merl Saunders and other Bay
Area greats, have begun a self produced project,
Bob Hodas and Allen Sudduth engineering.
The Sonoma, CA—based Houston Recording
remote truck recently recorded Earth, Wind &
Fire at the Oakland Coliseum for future video re-
lease. Engineering was handled by Maurice
Leach and Rich Houston. Assistant engineers
were Fred Runner and Kathy Meyer.

SOUTHERN CAL.

At Bijou Recording Studios in Hollywood, CA,
Michael LesBarres and Holly Knight have been
working on an album project backed up by mem-
bers of the Knack. Joe Borja was the engineer.

THE MIX VOL. 6, NO. 4



Found:

One of the finest film/wvideo
production facilities available!

Osmond Entertainment Center

@ Rank Cintel Flying Spot Scanner film-to-tape transfer facility
W State-of-the-art facility

M 1 inch Type C computerized edit suite

® 2 inch computerized edit suite:

M % inch off-line edit suite

W 2 inch, 1 inch, ¥ inch and Y2 inch tape duplication capability
W 17,500 square-foot sound stage

W Scenic design and construction department

B Wardrobe/costume design and construction

W Make-up and hair dressing department

W 5,000 square feet of rehearsallhall

MW 48-track audio recording studio withiNeve Audio Console

B 13 individualized dressing rooms

W Transportation department

W Complete staff production offices

B VIP condominiums with maid and culinary services

Call today for additional information: 801/224-4444Tolbfree800/453-1068

A 8851 FPaah ™ AMlassabh e 1hhaeabk DO




CLEAN DISTRIBUTION
IS YOURS WITH THE
2IN/8 OUT

S08 DA MODULE.

17

16

OPTIMIZE YOUR
MONITOR SPEAKERS.
THE COMPACT SO7
OCTAVE EQUALIZER
IS CLEAN AND

COST EFFECTIVE.

15

FAST RESPONSE
AND EASY TO READ:
THE $14 LED QUAD
METER (PPM OR vU).

14
THE HIT SOUNDS IN STUDIO SCIENCE.

DYNAMITE ADT AND
FLANGING EFFECTS
FROM A $24 TIME
SHAPE MODULE.

13

STEREO PANNING,
AUTOMATICALLY!
THE S23 PAN
EFFECTS MODULE.

12

ELIMINATE HISS
WITH THE S06
DYNAMIC FILTER /
GATE MODULE.

1"

REMOVE LF NOISE
WITH THE SOS5
DYNAMIC FILTER/
GATE MODULE.

10

= SCAMP'S LATEST:
$25 DUAL DE-ESSER
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. . - o o TIGHTEN TRACKS
LB WITH THE F300

EXPANDER /GATE.

b THE GREAT GATES —
. ® THERE ARE TWO IN
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. w GATE MODULE.
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w . . CONTROL DYNAMIC

bl RANGE WITH THE
= S01 COMPRESSOR /
LIMITER. FEATURES

o & . v g "SOFT KNEE" SLOPES
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8 THE ULTIMATE
EQUALIZER] THE
S04 PARAMETRIC
- WILL SOLVE YOUR
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THE VERSATILE

‘ = " S03 SWEEP

[ EQUALIZER IS
- EASY TO USE.

AUDIO & DESIGN RECORDING

AUDIO & DESIGN RECORDING

TRANSFORMERLESS

S02 MIC PREAMP
SN WILL INTERFACE
o WITH LOW LEVELS.

THAT'S WHY MORE HIT-MAKING ENGINEERS, PRODUCERS AND MUSICIANS DEMAND SCAMP
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EXQUISITE PERFORMANCE AND SUPERIOR TECHNOLOGY HAVE MADE Scamp® THE WORLD'S
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NOT SHOWN:

6 MODULE MINI RACK.
SCAMP POWER SUPPLY.
EXTENDER BOARD.

. SCAMP BLANK

MODULE KITS.
(AVAILABLE IN1T0 8
MODULE WIDTHS.)
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Recent activity at Kendun Recorders in Bur-
bank, CA includes Gladys Knight, producer
and artist, recording instrumental and vocal over-
dubs for her new CBS LP with Barney Perkins at
the console in Studio D, assisted by Steve Mac-
Millan.

Kawai America Corporation has completed the
recording of a premier album featuring Hector
Olivera on their new DX-1800 and DX-1900
electronic organs at Piper Recording Studio in
Carson, CA, with Allen Kautman engineering.
Activity at Rusk Sound Studios in Hollywood,
CA includes Elisabeth Daily doing basic tracks
and overdubs for Marco Juniore Enterprises with
producers Marco Juniore, and Juergen Kop-
pers. Juergen Koppers is also handling engineer-
ing chores with John Kavarek assisting.

At Monterey Sound Studios in Glendale, CA,
Kenny Errair and David Goldstein are produc-
ing Section 8's debut LP for Teem Productions,
David Goldstein handling engineering.

Studio happenings at Britannia Studios in
Hollywood, CA include Rex Allen Jr.’s album for
Warner Bros. Records produced by Snuff Gar-
rett, engineered by Greg Venable, with assis-
tant, Russ Bracher.

Mastering activity at Artisan Sound Records,
Hollywood, CA, by Disk Mastering Engineer
Gregory Fulginiti include albums by Sammy
Hagar with producer Keith Olsen on Geffen;
Dan Fogelberg with Larry Hamby on Epic;
Trower & Bruce with Thom Trumbo on
Chrysalis.

VIDEO SESSIONS

Century III Teleproductions, Boston, MA, has
just completed the video production for "Freeze
Frame,” by the ]. Giles Band. The promo clip,
based on the title cut from their worldwide
number one album, was directed by Paul Just-
man, whose credits include the Giles' "Center-
fold” as well as two videos for the Cars. Now
armed with three video cuts from the album,
Justman and the band are sericusly considering
the expansion of the highly successful album into
a complete video disk.

Recent video sweetening projects at Fantasy
Studios, Berkeley, CA, include: The American
Conservatory Theatre’s two hour production of
“A Christmas Carol,” for ABC Cable, a Peggy
Fleming special for ABC-TV's The Wide World of
Sports, and “"Up and Coming,” a ten-show series
for KQED (public broadcasting) to be syndicated
nationally.

Cineman, Inc., a new production company
specializing in promotional films and videos for
the record and music industry, has been formed
in Los Angeles. Producer/director Stephen L.
Lewis (from the TV series "Solid Gold") has
teamed with director of photography Michael
Jones, and production designer Roger Collins to
provide complete script-to-screen services.
Cineman is currently working on a promotional
piece for Handshake Records' hot new group,
Sneaker.

Sound Smith Studios, Inc., Portland, OR, has
begun producing industrial video tapes in stereo,

having completed a 16 minute program for
freightliner Corporation. This video piece is the
first industrial use of stereo video reported to the
Industrial Television Association (ITVA) and was
time coded with Sound Smith’s new BTX Shadow
interlock system.

Unitel Video (New York City) mobile units have
completed production on “Gemini,” the fourth-
longest running non-musical play in Broadway
history, for an up-coming telecast on "Showtime.”
The play, which closed late last year, was re-
staged for video at New York's Lehman College
by Ron Abbott of Erizoe Productions, and was
directed by Barnet Kellman.

Horizontal Editing Studios, in Burbank, CA, is
handling the post-production work on the relig-
ious documentary television series “Crossfire.”
The award-winning program “"Skid Row” was
produced by Rick Conners of Cross Current
Communications of Ventura and was edited in
Horizontal's 1" suite by Jon Stromp.

Video Music Group, Inc., a Los Angeles, CA,
production company in a joint venture with
Criteria Recording Studios, Miami, FL, is now
producing video music programs for Metromedia
syndication. One such program is the Woody
Herman Show, shot in New Orleans, which will
feature three major artists per show, including: Al
Hirt, Ray Charles, Rita Coolidge, Natalie Cole,
Lola Falana, Jack Jones, Pete Barbuti, the
Heritage Hall Jazz Band, and many other top
acts. Video Music Group is currently seeking
other projects to develop and produce.

1"



record companies and recording
studios. By the time of the AES conven-
tion in 1967 there were about 19 users
of the system.

The idea of a users list occured
to me during that convention because |
came armed with all kinds of test instru-
ments such as signal generators, white
noise generators, tape recorders, loud-
speakers, etc. | had everything to prove
that the system would do what I claim-
ed: namely that it would reduce noise,
yet wouldn't degrade the signal. [ was
surprised to find that most people were
satistied rather quickly that the system
worked, but they didn't want to know
how it worked or the inner workings of
it at all. They just wanted to know,
“who's using it?” I quickly put together
the first users list. For the rest of the con-
vention we could then forget about the
elaborate test equipment and things like
that.

It was difficult getting the
A-system started because of the chicken
and egg phenomenon. When [ was try-
ing to sell this, people in studio after
studio would say it seems to work, but
we can't use it because none of the peo-
ple we exchange tapes with are using
the system. [ realized then that.the
system had to get established every-
where or it wasn't going to go any-
where. That was the hard part. [ didn’t
get too discouraged at the time,
because [ could hear the advantages of
the system and other people could too!
One thing that you must have if you are
going to introduce a new idea, is that
you must hang on when other people
tell you that it is a hopeless situation.

When did you start work on the con-
. sumer type-B Dolby?

[ always had the idea for the
B-system right from the beginning, but
it was just a matter of time until we got
to it. I started work on this system in
1967, which was only two years after |
had started the company. This was earl-
ier than | had wanted, as I felt that the
first thing should be to get my company
established on a firm footing.

Henry Kloss of KLH speeded
things up. He phoned me in London
and said he thought the noise reduction
concept was very interesting to him as a
consumer audio equipment manufac-
turer and would I consider designing a
system as fast as possible for consumer
use. He hopped on a plane and we
spent the whole weekend talking and
speculating on consumer noise reduc-
tion. So KLH became the first licensee
and they manufactured reel to reel tape
recorders with the B-type noise reduc-
tion under an exclusive license for two
years. They wanted to extend this ex-
clusive arrangement, but I said no, as |
felt the best way to get the system going
was to make it non-exclusive.
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In late 1968 or early 1969, we
were experimenting with eight track
cartridges and cassettes. We thought
the higher speed and the wider tape
width would make the eight track car-
tridge the best consumer hi-fidelity tape
medium, so we did a lot of work trying
to make a hi-fi eight track. We got good
technical results but became very frus-
trated with the lack of quick access. In
an act of desperation, we sent one of
our lab people to a local hi-fi store to
buy the best cassette that they could get
their hands on. He came ‘back with a
TEAC and we were astonished with
how good it was. In 1969 there were
tremendous developments going on in
the compact cassette technology, es-
pecially with respect to transports,
heads and tapes.

By October of 1969, we were
in a position to demonstrate the B-type
system with a modified Harmon Kardon
cassette recorder. [ took this to the AES
convention that year and invited sever-
al people to listen to it. More or less
simultaneously Fisher, Harmon Kardon
and Advent resolved to go into
manufacturing high fidelity cassette re-
corders utilizing the B-system which
they commissioned Nakamichi to build.

Since then, licensing has be-
come an important part of our business
and we take it very seriously. We have
a lot of people who work with our
licensees to make sure that the products
work correctly by assisting manu-
facturers with their quality control, etc.
We put a lot back into this program to
make sure that it continues to be suc-
cessful.

Since Dolby A and B are so firmly in-
grained in the audio industry, why
did you start the new C-Dolby
system?

[ was always skeptical that
more noise reduction was necessary.
We started conceptually developing the
Csystem at the beginning of 1977
because... whenever our licensing en-
gineers would come back from a trip,
they would say that the licensees really
want a better noise reduction system or
one that gives then better specs. I tend-
ed to "poo-poo” this idea because |
didn't feel that most listeners would care
very much. Most people do not play
their sound loud enough to hear any
hiss because they use it as background
music. In a normal family lifestyle, the
presence or absence of hiss makes little
difference.

The requests for an improved
consumer system had been building up
by the licensees. Finally, I decided to
say OK, and develop the C-system and
introduce it. The system was introduced
in September of 1980 and things have
moved surprisingly fast since then. Last
week at the 1982 winter CES (Con-

sumer Electronics Show) there were
some 89 models on display with the
C-system. Today a lot of companies are
experimenting with the idea of making
pre-recorded cassettes encoded with
the C-system.

What changes do you see in the
future of this industry?

It is my feeling that there will
be a co-existance of digital and analog
recording for a long time to come. I
think the digital manufacturers are
doing the only thing they can do and
that is to “give it their best shot,” see
what happens, and let the marketplace
decide. By any means [ do not feel that
digital will become the standard record-
ing method for either professional or
consumer applications. If an operation
can be confined to a box (i.e. no need
to store information on a storage
medium, or go into the outside world
and come back again) you can do all
kinds of wonderful things with digital
because there is no need for a band-
width restriction. However, channel
space or spectrum space comes at a
cost and as a result, there are costs/per-
formance tradeoffs inherent in the sig-
nal handling methods used in satellites,
land lines, communications systems,
and recording systems. The whole
thing becomes a different ballgame
when the bandwidth is not free.
Because of this, analog and digital will
continue to co-exist.

[ feel that this audio/visual syn-
thesis thing is a bit overblown. I know a
lot of studios are moving in the direc-
tion of a marriage of audio and video.
But I feel there is a difference in the
quality of the two experiences. When
you are watching a television program,
it is an activity that requires your un-
divided attention. With audio, you can
be doing other things while you are en-
joying the music. [ think that this is one
reason why people play the same rec-
ords again and again. But they will not
watch the same television program on a
video cassette or a video disk again and
again. I don't think we will ever have
this ultimate synthesis where the only
format for home entertainment will
automatically include both picture and
sound.

Theretfore [ think that there is
hope for the sound recording industry
as such. In a way it is similar to the fight
that gas and electricity had for their
place in the home. There was gas in use
for home lighting until the end of the
last century and then electricity was in-
troduced. The gas companies fought
back with improved lamps, etc. At the
time there was no clear outcome, so
home builders installed both systems.
Now in retrospect we can see quite ob-
viously that gas is better for some things
and electricity better for others. [ |
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Maxell.

The greatest show on tape.

Ladies and gentlemen and tape
users of all ages, Maxell is the
answer to all of your tape needs in
audio and video recording. Our
quality makes your quality look even
better. Our performance standards
are high enough to stand up to your
requirements, no matter how tough
they are. Our consistency is out-
standing.

The Maxell micro-cassettes,
audio cassettes, open reel tapes,
Beta, VHS and U-Matic video cas-

settes you order in May will be just

as outstanding and dependable as the ones
you order in December. Qur ability to
provide full service with

a broad product line,
in quantities that
keep your production
moving, is among our
greatest accom-
plishments.
Would we clown
around with you?
No, and neither will your
closest Maxell representative.
Contact us for the details.

el

maxeill.

PROFESSIONAL/ INDUSTRIAL DIVISION

Our success is magnetic.

Maxell Corporation of America, 60 Oxford Dr., Moonachie, N.J. 07074 (201) 440-8020



BROADCAST
PRECISION

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

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

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

But the features don’t stop there. You'll find a standard
cue amplifier that allows monitoring of any or all chan-
nels, a quick change head assembly, a digital tape
timer with single-point search-to-cue, three tape speeds

with built-in vari-speed, fader start for remote control from
a console and much, much more. All standard. And with
a switchable NAB/IEC setup, the ATR-800 is a true interna-
tional recorder in every sense of the word.

Look around, no other audio recorder offers you more
standard features than the ATR-800. Whether you need
rack mount, console or pedestal versions, call your Ampex
dealer or write Arnpex Corporation, Audio-Video Systems
Division, 401 Broadway, Redwood City, CA 94063
(415) 367-2011. Sales, spares and service worldwide.

AMPEX
TOOLS FOR TOMORROW

Ampex Corporation « One of The Signal Companies &

Serviceability
Plug-in assemblies are easily
accessible from the front of the
recorder, even when
rack mounied.

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

Machines are shipped with three
speeds, 74, 15 and 30 in/sec.
Field convertible to 3%, 72 and
15 in/sec.

Digital Tape Timer with
Single-Point Search-To-Cue

For accurate timing in hours,
minutes and seconds.

Three Speeds with Variable S S
Speed Operation : ‘

Switchable NAB/IEC Setup
Converts between NAB and IEC -
selup, including bias as well as
equalization.

Microprocessor Control

Microprocessor system ensures

safe, gentle and foolproot tape
handling.

Designed For Editing
Head assembly is wide open for
unequaled accessibility. Dump
editand hands-on-reel editing
modes included.
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the 45,000-

by Mark Schubin

j" satellite earth station is an

antenna and receiver package that
can process signals from a satellite.
According to some estimates, there
are more than 100,000 such earth
stations in the United States. At any
time of day or night, on any day,
virtually any one of those earth
stations could be used to receive a
television show being transmitted with
high-fidelity, stereo audio. That's
pretty incredible!

As recently as 1976, no U.S.
domestic communications satellite had
ever carried a stereo signal. As
recently as 1974, there was no such
thing as a U.S. domestic

communications satellite. Before 1962,

there was no such thing as a
communications satellite, and prior to
October 4, 1957, there was only one

APRIL 1982

satellite orbiting the earth. Most
English-speaking people called it “the
moon.” On that fateful date, not quite
25 years ago, the earth acquired a
second satellite, this time called
“Sputnik.”

On Christmas of the following
year, a satellite transmitted President
Eisenhower's greetings from space. In
1960, a satellite called Echo was able
to relay messages from one part of the
earth to another. Then came Telstar.

Besides being a hit record,
Telstar was the first active
communications satellite. It could even
handle televisions signals.
Uniortunately, Telstar was in a low
earth orbit, which meant it never
stayed in one part of the sky very
long. The anterinas transmitting to and
receiving from the satellite had to
track it across the sky, and once it
dropped below the horizon the signal
would disappear, even it David

Brinkley was in mid-sentence.

In 1963, a satellite called
Syncom was placed in an orbit
22,300 miles above the equator. At
that height, it takes 24 hours to make
a single orbit of the earth, meaning
the satellite seems to hover at one
point in the sky. An orbit at that
height is called geosynchronous earth
orbit.

Early Bird, launched into
geosynchronous orbit in 1965, was
the first commercial communications
satellite, selling time to all comers, for
traffic across the Atlantic Ocean.
Many communications satellites
followed Early Bird, some joining it
over the Atlantic, while others were
positioned over the Pacific or Indian
Oceans to complete global satellite
coverage. A typical earth station had
a parabolic reflector about 100 feet in
diameter, balanced by a 16 ton
weight, the whole assembly sitting on
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AUDIO EQUIPMENT

® 2-24 Track
Recorders

® Synchronizers,
Resolvers, etc.
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® Dolbys
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SWEETENING
PACKAGE
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® SMPTE-Time Code

® Multi-Track
Recorder

® Video cassette
machines and

® Video monitors

24-TRACK
MOBILE SOUND
TRUCK

® Location Recording

® Includes everything
you need

RECORDING SERVICES COMPANY
10824 VENTURA BLVD.
STUDIO CITY, CA 91604

(213) 766-7191

18

a ten-story tower, and costing multi-
millions of dollars.

In 1972, Canada launched the
first domestic communications satellite,
Anik. In 1973, they loaned it to some
U.S. groups for a demonstration. The
demonstration took place at
Washington, D.C. and Anaheim,
California, right across the street from
Disneyland. House of Representatives
Speaker Carl Albert said a few kind
words to the members of the National
Cable Television Association. His
image and voice were transmitted by
a government earth station up to the
Anik satellite. They were received,
however, by an earth station a mere
26 feet in diameter, sitting on the
back of a flat-bed truck, with a
projected cost of just $100.00

In 1974, Westar, the first U.S.
domestic communications satellite, was
launched, but it was to work only with
earth stations located near New York,
Chicago, Dallas, Los Angeles and
Atlanta (and the latter couldn’t even
be used for television programs). In
the following two years, however,
things really started moving. In 1975,
Home Box Office, a supplier of
premium television programming,
decided to put its signals on a satellite
so any cable television systern that
purchased an earth station and signed
an agreement with HBO would be
able to receive them. In months, the
number of earth stations in the United
States doubled. Soon thereatter, the
number of satellite earth stations
receiving Home Box Office exceeded
the total number of earth stations in
the world, prior to 1975,

To really appreciate the 1976
event, it's useful to go back a few
more years to the evolution of stereo
simulcasting. Even before 1971, there
were a few stereo simulcasts. Most of
these were taped shows. There were
ditficulties getting a tape recorder at
an FM station to play in synchrony
with a videotape recorder at a
television station (the SMPTE time
code wasn't created until 1971).
Another problem was attempting to
obtain high fidelity stereo audio from
a videotape recorder barely suitable
for high fidelity mono. A few of the
stereo simulcasts were live, but these
were restricted to a single city, since
the telephone company had no means
for carrying high fidelity audio
between cities.

On February 28, 1971, NET
Opera presented "The Queen of
Spades” as a stereo simulcast in
Boston, New York and Washington,
simultaneously. The signals were fed
live from New York, using a technique
called “diplexing.”

Video signals are limited to 4.2
MHz in bandwidth by U.S. television

transmitters. However, the microwave
channels which carry television signals
are capable of dealing with much
greater bandwidths. Therefore, the
diplexing technique modulates an FM
carrier with an audio signal, and then
superimposes that carrier above the
video signal before it is transmitted.
For the "Queen of Spades” simulcast,
AT&T had obtained diplexing
eguipment from Leaming Industries
(Costa Mesa, CA), that created two
FM subcarriers, one for each audio
channel, deviated by as much as 300
MHz from center frequencies of 5.8
and 6.6 MHz. The enormous
deviation (four times larger than an
FM broadcast station uses for both
channels) ensures a good signal-to-
noise ratio, even atter passing through
multiple microwave relays.

By 1973, AT&T had sufficiently
increased their stock of diplexing
receivers that they were able to carry
the Metropolitan Opera’s Saturday
afternoon radio broadcasts to 11 cities
up and down the east coast, in stereo.
Although these radio broadcasts had
no associated video, they had to
utilize a video circuit for transmission,
since only such circuits had sufficient
bandwidth to carry the FM
subcarriers. Operational problems
occasionally occurred when an AT&T
technician tried to “borrow” what
seemed to be an unused video circuit
for a television transmission.

Although communications
satellites are 22,300 miles above the
equator, they are otherwise similar to
any other microwave relay station,
even using the same frequencies.
Therefore, it seemed that the same
diplexing scheme used on AT&T's
microwave video circuits should work
on Western Union's Westar Satellite
video circuits. Unfortunately, Western
Union had no stereo diplexing
equipment.

In January of 1976, World
Stage (Hollywood, CA) performed an
experiment using the Westar satellite.
World Stage’s Bob White had
obtained a six-month experimental
permit to try adding his own
subcarriers to AT&T-carried video
signals while he was at Direct Video in
1974. Using the same diplexing
transmission and reception equipment,
White sent video and stereo signals
from Los Angeles to Los Angeles via
satellite. When all went well, White
shipped the transmission equipment
oft to Lincoln Center in New York
City and provided the reception
equipment to KCET, the PBS
television station in Los Angeles. On
January 30, 1976, a few days after
the experiment, the first "Live From
Linceln Center” telecast was carried in
stereo to AT&T's 11 east coast cities,
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and to KCET in Los Angeles. It was
the first live, nationwide, stereo
simulcast network.

Meanwhile, Home Box Office
and other cable television
programming services caused
tremendous growth in the number of
earth stations (which were now down
to 15 feet in diameter, and costing
perhaps $25,000 each).

The Public Broadcasting
Service began satellite transmission
and, along with video and mono
audio, transmitted four high fidelity
audio channels digitally, through a

process called DATE (digital audio
transmission equipment), designed
originally to provide higher sound
quality for their old, land-based
network.

While PBS was simulcasting
operas and symphonies, NBC took
advantage of AT&T's capability to
begin simulcasting such shows as
"Peter Pan” and "Neil Diamond” in
stereo. Then radio networks began
using satellite distribution, too.
National Public Radio offered its
member stations, (which formerly had
a single, low-fidelity circuit) 12 high

fidelity channels, with built-in,
modified dbx noise reduction.

Home Box Office was the first
premium cable television service to
try simulcasting with radio stations,
again, using AT&T facilities. By that
time, however, AT&T was able to
offer a new form of stereo
transmission service. Telephone calls
are usually carried around the country
in bunches of 12 calls, called
“groups.” In 1978, utilizing some
Siemens equipment, in conjunction
with the British Post Office, AT&T was
able to replace the 12 telephone calls

ORIGINAL MASTERINGWORKS.

THE ONLY MASTERING FACILITY IN THE WORLD THAT
MEETS THE CRITICAL STANDARDS OF MOBILE FIDELITY
SOUND LAB FOR ITS ORIGINAL MASTER RECORDINGS.

Original Masteringworks
is THE state-of-the-art
mastering facility in the
United States. It
operates under the

supervision of Stan
Ricker, the recording
industry’s premier
mastering engineer.

Phone Stan Ricker or Gary Giorgi for complete details plus our
very competitive rate structure.

ORIGINAL MASTERINGWUORKS.
21040 Nordhoff St., Chatsworth, CA 91311

(213) 709-8440

We guarantee to capture
the optimum in sonic infor-
mation from your master
tapes (any format).

Analog: Including 30 IPS,
1/2", 2-Track

Digital: Full In-House Digital
Editing Facilities

Also Available: Real-Time
(1:1) Cassette Duplication
for limited, short runs of
100 to 5000 cassettes.
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of a New York to London group with
two 15 kHz audio channels and a
level-defining signal. This "Siemens”
or "multiplexing” technique made
possible the first international stereo
simulcast, NBC's "Horowitz: Live,”
seen and heard in stereo
simultaneously in the United States
and in Britain.

Since AT&T was able to offer
hi-i stereo transmission service without
tying up video facilities, they actually
lowered the price of stereo
transmission in 1979, simultaneously
introducing a new form of audio-for-
video tranmission diplexing. (“new”
only in the sense that they now
offered it on a non-experimental,
regular basis).

Officially recognized diplexing
meant any video signal might have
accompanying high fidelity, stereo
audio. Stereo simulcasts, however, are
still few and far between. That is,
except for MTV: Music Television,
the Warner Amex Satellite
Entertainment Company’s 24-hour,
satellite-fed music channel which went
on the air on August 1, 1981. Each of
these is transmitted to the satellite in
stereo, and the more than 300 cable
television systems that carry MTV to
more than 2%2 million subscribers
offer an FM channel carrying the
stereo portion of the signal.

Dom Stasi, Warner Amex
Satellite’s Director of Engineering,
developed the transmission system
used, a form of diplexing, in which
one subcarrier carries the left channel
plus the right channel, while the other
carries the left channel minus the right
channel. All audio signals are
transmitted with Dolby-B noise
reduction encoding, from the Network
Operations Center in Smithtown, NY
to each cable television system.
Ofticial MTV reception and decoding
equipment is presently available from
either Leaming Industries or Wegener
Communications (Norcross, GA) and
may soon be available from other
companies. The reception equipment
applies an equalization curve to the
audio signals such that, even though
they are fed into FM and television
modulators which would normally
apply a treble boost of 75
microseconds, the audio signals will
end up with 25 microsecond pre-
emphasis (treble boost), plus Dolby-B
noise reduction.

The combination of Dolby-B
noise reduction and 25 microsecond
pre-emphasis is not uncommon in FM
broadcasting, but is totally unique in
television broadcasting, where not a
single tv set yet exists with Dolby-B
decoding. Nevertheless, the Dolby-B,
25 microsecond processing seems to
provide good results, even for

television listeners.

Transmission is only a small part
of stereo simulcasting, however.
Consider the complications that
occurred when MTV carried Frank
Zappa's 1981 Halloween concert live,
to its affiliated cable television systems
across the country. As a live concert,
the show required house and monitor
mixing. Recorded on multi-track tape
machines, it required recording
mixing (from more than 90
microphones). To add MTV's “video
jockey” introducing the show and
interviewing Zappa, required a
television mix, and, since the show
was also being carried on the Starfleet
Blair Radio Network, it required
another mix for the radio announcer.
Each mix took place in a different
location, but all shared the same
music microphones.

N
LSince the Startleet Network was
simulcasting with MTV, complicated
arrangements had to be made to
ensure that each network’s breaks
would last the same length of time and
that, while talking to each other, the
feeds from Starfleet’s announcer’s
mike and MTV's V] mike would be
available to the other’s mixer.

MTV was carried that night on
RCA's Satcom F-1 satellite. Starfleet
was carried on Western Union's
Westar III. Starfleet was using a Wold
Communications earth station, to
which they had purchased AT&T
lines. MTV found it actually easier to
get from New York City's Palladium to
their Smithtown network center by
satellite than by any other means, so
their AT&T video and stereo circuits
took them to Western Union for a
quick ride on the Westar [ satellite.

The fact that three satellites
were being used to carry this one
show did not cause any problems.
The fact that MTV was using two, and
Starfleet only one satellite did create
difficulties. Even at the speed of light,
a round trip to a satellite located
22,300 miles above the equator takes
about a quarter of a second. Thus, the
Starfleet signals would be a quarter of
a second out of sync with the MTV
signals. A 256 millisecond delay line
had to be inserted into the Starfleet
feed to keep them in sync. To ensure
proper stereo phasing, the delays for
each channel had to be strapped
together to run off a common digital
clock. Then, there were the few
Starfleet stations that were being fed
by AT&T instead of by satellite. For
those, another two delay lines had to
be used, this time installed at Wold
Communications’ operating center in
the Empire State Building, the only
place where that portion of the

THEMIX VOL. 6, NO. 4



Lene Lovich at Studio 54.

network was accessible.

In its earliest days, distributing
audio by satellite and video by land-
based networks, "Live From Lincoln
Center” was often also faced with the
need for a delay line, but for video,
rather than audio. A 256 millisecond
video delay is not easy to come by,
however (in those days, as little as 17
milliseconds went for about $20,000).
Therefore, Lincoln Center used the
satellite itself as a delay line, sending
video signals to the satellite from New
York and then receiving them at the
very same point, before shipping

them off to PBS. Now that PBS is
carried by satellite, the problem has
vanished.

Delays are only part of the
problem in stereo simulcasting.
Another problem is mixing. Should
the mix be designed for television
listeners or for radio listeners? When
the British Broadcasting Corporation
does stereo simulcasts, it solves that
problem by having two entirely
separate mixes for radio and for
television, often using completely
separate microphones. In some cases,
in fact, there might be four mixes—a
music mix for radio, where fidelity
and balance are paramount; a
production mix for radio, where
timing and continuity are important,
and similar production and music
mixes for television.

The Metropolitan Opera uses
only one music mix, but their "Live
From The Met” television shows have
a separate production mix. In the
music control room, only the music
can be heard. In the production
control roon, blaring intercoms and
ringing telephones provide announcer
cues, videotape rolls and network
demands.

“Live From Lincoln Center’s”
custom mixing console is designed to

offer some compromises for the
problems of mixing simultaneously for
radio and television. The console
offers left, right and mono outputs, all
three available both with and without
the announcer mixed in (the latter for
foreign feeds and recordings). The
mono feeds, however, may be
derived in one of two ways—either an
auxiliary bus may be fed a separately
measured level from each input
channel, post fader, or, since the
mixing channels of the console are
configured as left, center, and right,
rather than left, right and mono, a
summing matrix can create a mono
signal comprised of varying levels of
the left, center and right channels. In
either case, the goal is the reduction
of “center channel buildup,”
something which occurs when left and
right signals are simply combined into
mono.

4 B

he new Type C videotape
recorders offer three high quality
audio tracks, so that left, right and
mono might be treated separately all
the way from the mixing console to
the home. However, most facilities use
the third audio track for time code,

(continued on page 54)

At Optimus,

we're concerned
about what looks good.
And what sounds good.

To make sure things look good,
our one-inch editing suite includes four
TH-200 VTR's, a CMX 340x editing
system, a Grass Valley 1600 3K
production switcher. An NEC digital video
effects and Chyron IV graphics.

To make things sound good, we're
the first post production company to

The producer’s post production company.

PTIMUS

161 E.Grand Ave.

Chicago, IL 60611(312) 321-0880

WE EDIT PICTURES FOR
YOUR EYES.

AND MSlC FOR A noise reduction
YO(IR EARS o Wealsohave aNeve

install Dolby type

audio mixer, DBX

filtering and an ATR 104 recorder.
To make the whole system work,
we've a Thom Heinz, a Mike Fayette, a
Marty Shepard and a Paul R. Spivek.
But don't believe us, ask BRAVO,
the performing arts channel. They use
us for all their post production work.
Or come by. Take a look. And a listen.
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PART 1

LEGALISSUES

in Music and Video

by Edward R. (Ned) Hearn

Ned Hearn, a partner in the law
firm of Harrison, Hearn and
Berthold in San Francisco and San
Jose, California, is a business
attorney who specializes in the
entertainment and computer
industries. He is a co-author of
*Musician’s Guide to Copyright”
and the “Musician’s Manual: A
Practical Career Guide” and has
published several articles and
lectures on the subject of music
law. He is a former president and
current director of Bay Area
Lawyers for the Arts.

The past few years have seen
dramatic growth in the video market
and in the efforts of the video industry
to stimulate consumer interest and
purchases. Most of the product that
has been made available for
consumers in video cassette and disk
formats have been movies and a few
attempts at packaging music projects,
such as Blondie's “"Eat to the Beat” and
the recent Olivia Newton-John's
"Physical.” The use of video clips to
promote artists and their albums has
also increased substantially on cable,
in clubs and with in-store promotion at
record retail outlets.

The entertainment industry is
currently exploring ways to shape its
productions in the video market.
Music will play a very important role
in this development.

BEING RETAINED TO CREATE
AND/OR PERFORM MUSIC
MATERIAL FOR A VIDEO PROJECT

Producers of video projects for
home entertainment, educational
purposes and in-house business
training will sometimes hire
individuals, including musicians, to
create original material for use in the
video production. This approach
saves the need to obtain permission
from the owners of existing material in
order to use that material in the
proposed project. In approaching the
terms of the relationship between the

producer and musician/composer,
there are a number of points that must
be thoroughly discussed and set out in
writing. While an oral agreement
would most likely be enforceable, time
has the effect of dulling people’s
memories and frequently one party
may “conveniently” forget certain
details. Consequently, it is much
better to reduce the oral discussions to
a written agreement. Some of the
more important points (but not every
possible angle) that should be
explored are set out below.

1. The musician should obtain from
the producer a clear description
of the video project and its
purpose. Examples would include
whether it is intended for home
entertainment, school instruction,
documentary, or
business/industrial training; the
duration of the final product; the
length of time available for its
production; and the budget. The
purpose of the project will usually
dictate the market for the final
product. These factors will have
an impact on the level and
manner of compensation.

2. Once the purpose of the project
has been indentified, the musician
should obtain a clear description
of the duties that the producer
expects the musician to satisfy,
including, for example; writing
music, performing that music,
creating a sound recording of that
music, synchronizing the music to
the video program itself,
arranging for the hiring of
musicians, writing the
arrangements for the music, and
satistying any union requirements
that may be relevent.

3. The musician and producer also
should establish a time schedule
during which the musician's duties
would be performed. The timing
often will depend on the schedule
for the other aspects of the video
project, such as the shoots
themselves, and the post-
production of the tapes into final
product. Frequently, the music is

10.

not developed until the post-
production phase. On occasion,
however, a producer may want a
segment of the music in advance
to create moods that may be
usetul during the shoots.

As a part of establishing a
schedule, it is useful to plan
meetings at various intervals with
the musician and producer
reviewing the project at each
stage for consistency and
acceptance. They also should
establish a criteria for acceptance
of music that is being prepared.
A procedure should be
established to allow the musician
to make alterations or revisions to
the music, if necessary, in the
event the producer is not satisfied
or new developments require
changes, additions or deletions
with the music prepared by the
musician.

Preparing a delivery schedule will
facilitate establishing a payment
schedule. Frequently, if the
payment schedule is structured to
coincide with the delivery and
acceptance schedules, then
payment can be made in
progressive stages with final
payment made once the producer
has accepted the musician’s
completed work.

The amount the musician will
charge the producer requires an
analysis of the projected amount
of ime the musician would be
required to spend, the scope of
his/her duties (see Item 2), the
budget for the project, and what
costs are to be covered out of the
money paid to the musician.
Payment could be a fixed fee, or
on an hourly basis, by
composition, by percentage of
gross or net income (be careful
how you define those terms) or
by some combination of all of
these elements.

With respect to the costs, it is
important for a budget to be
established and an agreement
reached on whether the costs are
to be paid by the producer or by
the musician.

The musician, of course, would
want to be recognized with
proper credit as the creator of the
music and, if relevant, as the
performer and/or producer of the
sound recording. Credits
normally appear on a card at the
end of the production. They also
may appear in the introductory
credits, depending on the kind of
project involved.

Another very critical
consideration is identitying who
will be the owner of the music
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used in the project. Frequently,
the producer will want the
musician to transter ownership in
the music to the producer. If that
is the case, then the musician
would be in a position to demand
more money for performing the
work, since he/she would be
transferring ownership in the
music. Under the United States
Copyright Act, unless the
musician is in the normal employ
of the producer, or signs a written
agreement by which the musician
agrees that his/her work is being
done as a “work for hire,” the
copyright ownership in the music
will vest in the musician. If the
former two situations prevail, then
the copyright ownership will vest
in the producer. Consequently, it
is very important to establish the
relationship between the producer
and musician, namely, as to
whether it is a commissioned
work, in which case the musician
will own the copyright, or a
“work for hire” in which case the
producer will own the copyright.

11. When music is first created for
use in a film or video, and it
appears on the soundtrack for
that project, there is a

12.

presumption that the music is part
of the copyright in the overall
project. It that is not the situation,
then to rebut this presumption,
the parties should agree in writing
that the copyright for the music
stays separate and apart from the
copyright in the video. Also, a
separate copyright notice

(© 19__ [year of

publication] [name of
owner] for the music should
appear on a card when the video
(or film) is performed to the
viewer. If it is determined that the
musician will retain the ownership
in the music, then the copyright
notice could appear on the same
card that shows the credits for the
musician.

Another part of the copyright
issue concerns the scope of rights
in the use of the music. If the
ownership in the music is going to
vest in the producer, then the
producer would have unlimited
right to use that music in any way
he/she would care. If that is the
case, then in addition to the fee
paid for the work on the project,
arrangements should be made for
payment of writer's royalty
(generally speaking, 50% of

whatever income the producer
gets from the separate publication
and exploitation of the music) to
be paid to the writer for the life of
the copyright in the work (life of
author plus fifty years, unless the
music was a work for hire, in
which case it would be the sooner
of 75 years from the date of
publication or 100 years from the
date of creation).

If the ownership vests in the
writer, then the writer should clearly
establish in the written agreement how
much usage of that music can be
made by the producer, whether only
with the video and its exploitation, or
whether the producer could use the
music in other contexts. At the same
time, it should be made clear that the
musician may exploit the music in any
other way he/she wants. Determine
also whether the producer will receive
any share of additional income from
that exploitation.

As you can see, there are a
number of issues that have to be
explored. Each project requires
careful examination and thought. W

In Part II we will discuss
obtaining rights to use existing
music.

ECOPLATE"

—c
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g

THE FAMOUS
ORIGINAL

APRIL 1982

ECOPLATE I

$2750
THE MOST COST EFFECTIVE
REVERB IN THE WORLD

When so many famous studios and
recording engineers choose
ECOPLATES for their exceptional
musical qualities, isn’t it time you
thought about owning one?

i Bruce Swedien. Engineer for
I Quincy Jones, Michael Jackson
I Don Hahn, Director of A & M Recording
t Studios, Engineer for Herb Alpert
pe Gary Loizzo of Pumpkin Studios,
Engineer for STYX
George Massenberg Studios for Earth,
Wind and Fire

STUDIO
TECHNOLOGIES

6666 North Lincoln Avenue « Lincolnwood, IL 60645
an affiliate of Programming Technologies, Inc. *+ 312/676-9400

|
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New from Dolby Laboratories:

The Dolby SP Series

Multi-track noise
reduction unit

Dolby noise reduction is an integral
part of professional multi-track
recording practice in music, radio and
TV broadcasting, and film studios
throughout the world. A new noise re-
duction unit, the Dolby SP Series,

has been developed for these and other
applications, and provides up to 24
tracks of Dolby A-type noise reduction
in only 1214" of rack space. The SP
Series’' combination of compact size,
ease of operation, and new features
makes it ideal for equipping new
recording facilities and upgrading
existing ones.

For further information on the SP
Series and other professional noise re-
duction equipment, contact Dolby
Laboratories.

Highlights of the Dolby SP Series:

o Up to 24 tracks in only 124" of rack
space, including power supply.

¢ Dolby A-type noise reduction
characteristics utilizing standard
Dolby Cat. No. 22 modules.

e Separate regulated power supply
unit with electronically-controlled
output protection.

¢ Low-noise fan cooling.

¢ LED display for each track permits
accurate Dolby level calibration
(within +0.1dB if desired) by matching
intensity of LED pairs; further LEDs

indicate the presence of signals and
clipping, and assist alignment with
high-level reference tapes.

e Front-panel "UNCAL" control for
each track permits rapid resetting of
Dolby level for playback and punch-
in on nonstandard-level tapes,

then instant restoration of preferred
preset studio Dolby level without
recalibration.

o User-selectable option of “hard” or
electronically-buffered bypass of
individual tracks and of all tracks
simultaneously.

e Snap-fit connectors on rear panel for
rapid disconnection and reconnection.
¢ Balanced and floating input stages.
¢ Output stages drive either single-
ended or balanced 600-ohm loads at
levels up to +28 dB (19.5 V) before
clipping.

o Ultra-low-distortion input and out-
put amplifiers.

¢ Remote ground-sensing output con-
figuration minimizes hum pickup
when driving single-ended loads.

¢ Discrete FET switching for reliable,
noise-free routing of audio signals.

Dolby Laboratories, 731 Sansome Street,

San Francisco, California 94111, Telephone
415-392-0300, Telex 34409. 346 Clapham Road,
London SW9, Telephone 01-720-1111, Telex
919109. “Dolby” and the double-D symbol are
trademarks of Dolby Laboratories Licensing
Corporation. S81/3621
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Production and Post

Production Facilities

The following studios span the spectrum
from audio recording studios with basic
video interfacing equipment to full video
production centers with audio sweetening
capabilities. We have included this list as a
basic guide for those readers involved with
the growing field of video music production.

update period, we have chosen not to list de-
tailed information and we encourage readers
to contact the facilities directly for specifics.

If you are involved with or know of a
facility that was omitted from this list, please
get in touch so we can include them in the

As this area is in a dynamic growth and

next update.

NORTHEAST

Full Service
Video Production

ALL MOBILE VIDEO

630 Ninth Ave., New York, NY 10036
(212) 757-8919

Contact: Anton Duke, Enc Duke

CCR POST
135 East 55th St., New York, NY 10022
Contact: Steven Swartz.

CAROB VIDEO

250 W. 57th St., New York, NY 10017
(212) 957.9525

Contact: Bob Salomon

CENTEL/CENTURY I FILMS

651 Beacon St., Boston, MA 02115
{617) 267-6400

Contact: Lee Rubenstein.

DEVLIN PRODUCTIONS
150 W. 55th St., New York, NY 10019
(212) 582.5572

EAST COAST VIDEO SYSTEMS, INC.
548 Broadway, New York City, NY 10012
(212) 431-7453

Contact: Paul Krusik

LE STUDIO

201 Perry, Morin Heights, Quebec,
Canada JOR-1HO

(514) 226-2419

Contact: Andre Perry

MATRIX VIDEO

727 Eleventh Avenue, New York, NY 10019
(212) 265-8500

Contact: Maury Beaumont

MULTIVISION, INC.

31 Old Randolph St., Canton, MA 02021
{617) 828-3866

Contact; Jay Roewe

NATIONAL VIDEO CENTER

& RECORDING STUDIOS

460 W. 42nd St., New York City, NY 10036
(212) 279-2000

Contact: ieft Pastolove (wndeo),

Kim Lloreute (audio)

NORTHEAST PRODUCTIONS
Wilkes-Barre/Scranton International Airport
PA 18641

(800) 233-4777, (717) 824-6666 (in PA).
Contact: Peter P. Kozloski

PHASE TWO VIDEO

609 W. 50th St., New York, NY 10019
(212) 246-5940

Contact: Tom Smiley

PROFESSIONAL VIDEO SERVICES/
LOCATION VIDEQ INC.

206 East 29th St., New York, NY 10016
(212) 683-3636

Contact: Richard Namm

E.J. STEWART, INC.

525 Mildred Ave., Primos, PA 19018
(215) 626-6500, (212) 288-0525
Contact: Hal Lipman.

TELETRONICS

231 East 55th St., New York, NY 10022
(212) 355-1600

Contact: Geoftrey Kelly. Will Roth

TPC COMMUNICATIONS, INC.
Production Plaza, Sewickley, PA 15143
(412) 771-4700

Contact: Joanne Flannery.

UNITEL VIDEO

510 W. 57th St., New York, NY 10019
(212) 265-3600

Contact: Rich Kearney, Phil McEneny

NORTHWEST

Full Service
Video Production

ALCON VIDEO/FILM PRODUCTIONS, INC,
950 Battery St., San Francisco, CA 94111
(415) 397-0490

Contact: Steve Gamble

BONNEVILLE PRODUCTIONS
130 Social Hall Ave,,

Salt Lake City, Utah 84111
(801) 237-2400

Contact: Dave Michelsen

EAR RESPONSIBLE STUDIO

& REMOTE VIDEO PRODUCTION

4 Strathmoor Drive, Berkeley, CA 94705
(415) 841-4979

Owner: Ted Oliphant

MOBILE VIDEO PRODUCTIONS

888 Post St., San Francisco, CA 94109
(415) 386-1188

Contact: Dany Walker

ONE PASS AUDIO

One China Basin Bldg., 185 Berry St.,
San Francisco, CA 94107

(415) 727-5777

Contact: Vance Frost

OSMOND COMMERCIAL PRODUCTIONS
1420 East 800 North, Orem, Utah 84059
(801) 224-4444

Contact: Dave Anderson

PACIFIC VIDEO RESOURCES

2339 3rd St. M-4, San Francisco, CA 94107
(415) 864-5679

Contact: Steve Cotton

SARGENT AUDIO/VIDEO PRODUCTIONS
1655 Laurel St., San Carlos, CA 94070
(415) 592-8678

Contact: Greg Sargent

SKIDMARKS PRODUCTION GROUP
550 Bryant St., San Francisco, CA 94107
(415) 495-5595

Contact: Andrew Conn

THE SKID ROW MOBILE

(Skid Row Studios, Inc.)

25 Solano Business Park, 1717 Solano Way,
Concord, CA 94520

(415) 676-2154

Contact: Tony Van Lit

SOUNDSMITH STUDIOS/MAGIC MEDIA
426 NW 6th Ave., Portland, OR 97209
(503) 224.7680

Contact: David Tower

SPEED OF LIGHT VIDEO PROD.

2430 Jones St., San Francisco, CA 94133
(415) 441-7806

Contact: Joe Van Witsen
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3RD RAIL MEDIA

3435 Army St. Suite 213,

San Francisco, CA 94110

(415) 821-3623

Owner: Dan Wagner. Cordt Holland

TRIPLE AAA VIDEO
Government Way & Hilgren,
Hayden Lake, Idaho 83835
(208) 667-6822, 772-4827
Contact: Mike Schettler

VERSATILE VIDEO

151 Gibraltar Court, Sunnyvale, CA 94086
(408) 734-5550

Contact: Bran Garcia

Debbie Whiting, Barbara Shelber

VIDEO WEST

(A division of Bonneville Prod.)
130 Social Hall Ave.,

Salt Lake City, Utah 84111
(801) 237-2526

Contact: Al Henderson, V P

NORTHEAST
Audio Studios with
Video Sync

ATLANTIC STUDIOS

1841 Broadway, New York, NY 10023
(212) 484-6093

Contact: Paul Sloman

AUDIO INNOVATORS, INC.
216 Blvd. of the Allies,
Pittaburgh, PA 15222

(412) 471-6220

Contact: Craig Hubler

AURA-SONIC

140-02 Poplar Ave., Flushing, NY 11355
(212) 886-6500

Contact: Steve Remote

AUTOMATED SOUND STUDIOS
1500 Broadway, New York, NY 10036
(212) 869-8520

Contact: Harvey Gordon

DAWN RECORDING

756 Main St., Farmingdale, NY 11735
(516) 454-8999

Contact: James ] Bernard

DIMENSION SOUND STUDIOS

368 Centre St., Jamaica Plain, MA 02130
(617) 522-3100

Contact: Klare Hollender

FEDCO AUDIO LABS

310 Greenwood Ave., Providence, R.1. 02916

(401) 272-3157
Contact: Jeft Fushs

HI-FIVE RECORDING STUDIOS

237 West 54th, New York, NY 10019
(212) 684-3766

Contact: Moogy Khingman

MASTER SOUND PRODUCTIONS, INC.
921 Hempstead Tpke.,

Franklin Sq., NY 11010

(516) 354-3374

Contact: Maxine Chrein

MINOT SOUND

19 South Broadway, White Plains, NY 10601
(212) 828-1216, (914) 428-8080

Contact: Thom Cimillo

Perucﬁon a_n_a E’c-)gt_ Fr?c_:luc?jgn ?ac_ihqes

NEXUS PRODUCTIONS, INC.

10 East 40th St., New York, NY 10016
(212) 679-2180

Contact: Jack Shultis

PHANTASMAGORIA SOUND STUDIOS, INC.

630 9th Ave. #801, New York, NY 10036
(212) 586-4890
Contact: Russell Fager

REGENT SOUND STUDIOS

25 W. 56th St., New York, NY 10019
(212) 245.2630

Contact: Ehssa Kline

HOWARD SCHWARTZ RECORDING, INC.
420 Lexington Ave., New York, NY 10017
(212) 687-4180

Contact: Gerrie Jablonski

SECRET SOUND STUDIO, INC.

147 West 24th St., New York, NY 10011
(212) 691-7674

Contact: Dianna Alleyne

SOUNDMIXERS

1619 Broadway, New York, NY 10019
(212) 245-3100

Contact: Neil Ceppos, Bob Schalfner

SOUNDTRACK

77 N. Washington St., Boston, MA 02114
(617) 367-0510

Contact: John or Rob

WORKSHOPPE RECORDING

40-35 235th St., Douglaston, NY 11363
(212) 631-1547

Contact: Rob Bengston

WORLDWIDE AUDIO ENTERPRISES
(Division of Fred Weinberg Prod., Inc.)
16 Dundee Road, Stamiord, CT 06903
(203) 322.5778

Contact: ].R. Weinberg

NORTHWEST
Audio Studios with
Video Sync

AUDIO PRODUCTION STUDIO

7404 Sand Lake Rd., Anchorage, AK 99502
(907) 243-4115

Contact: Bruce Grahan

V.P /chief recording engineer

BAYSHORE STUDIOS

871-F Industrial Rd., San Carlos, CA 94070
(415) 591-3503

Contact: Keith Hatschek

ROBERT BERKE RECORDING
San Francisco, CA

(415) 661-6316

Contact: Mark Fscott

CATRACS STUDIO

727 Caliente Ave., Livermore, CA 94550
(415) 443-2205

Contact: David Mac Millan

FANTASY STUDIOS

10th & Parker, Berkeley, CA 94710
(415) 549-2500

Contact: Roy Segal

HEAVENLY RECORDING STUDIOS

620 Bercut Drive, Sacramento, CA 95814
(916) 466-3088

Contact: im West

HOUSTON RECORDING

(Remote audio for video)

2355 Sobre Vista Rd., Sonoma, CA 95476
(707) 996-8881

Contact: Rich Houston

THE LITTLE MOUNTAIN SOUND STUDIOS
201 W. 7th Ave., Vancouver, B.C.

Canada V5Y 1L9

(604) 873-4711

Contact: Bob Brooks

LUXURY AUDIO WORKSHOP, INC.

2570 E. Tropicana Ave., Las Vegas, NV 89121

(702) 4516767
Contact: l.ee Watters

NOVA RECORDING

1001 4th St. #3618, Seattle, WA 98154
(206) 477-1696

Contact: Paul Speer

PANORAMA PRODUCTIONS
2353 De La Cruz Blvd.,
Santa Clara, CA 95050
(408) 727-7500

Contact: Gary Moore

RANDALL SCHILLER PRODUCTIONS
1207 5th Ave., San Francisco, CA 94122
(415) 661-7553

Contact: Randall Schiller

RUSSIAN HILL RECORDING

1520 Pacilic Ave., San Francisco, CA 94109
(415) 474-4520

Contact: Jil-Sheree Bergin, Bob Shotland

SAUSALITO RECORD PLANT

2200 Bridgeway, Sausalito, CA 94965
(415) 332-6100

Contact: Terry Delsing

SEA-WEST RECORDING STUDIOS/HAWAII
P.O. Box 30186, Honolulu, HI 96820

(808) 293-1800

Contact: Donna Alexa

THE SOUND SERVICE

860 Second St., San Francisco, CA 94107
(415) 433-3674

Contact: David Dobkin

STUDIO N

10115 S. De Anza, Cupertino, CA 95014
(408) 996-2055

Contact: Dave Noditt

WATER STREET SOUND & FILMWORKS, INC.
342 Water Street, Vancouver, B.C.

Canada V6B 1B6

(604) 689-4333

Contact: Larry Baker

THE WINERY RECORDING STUDIO, LTD
240 Kaupakalua Rd., Haiku, Maui, HI 96708
(808) 572-1560

Contact: Dorothy V Betz

SOUTHWEST
Audio Studios with
Video Sync

COOKSOUND PRODUCTIONS, INC.
6626 Hornwood, Houston, TX 77074
(713) 772-1006

Contact: Shotgun Cooke

INERGI RECORDING STUDIO

15825 Memorial Drive, Houston, TX 77079
(713) 493-1533

Contact: Danny Ward

OMEGA AUDIO AND PRODUCTIONS
8036 Aviation Place, Dallas, TX 75235
(214) 350-9066

Contact: Paul Chnstensen

RAINBOW SOUND

1320 Inwood, Dallas TX 75247
(214) 638-7712

Contact: Phil Alhson

REELSOUND RECORDING

P.O. Box 280, Manchaca, TX 78652
(512) 472-3325

Contact: Malcom Harper

STUDIO SOUTH

308 W. 6th St. Austin, TX 78701
(512) 472-4807

Contact: James Tuttle

UNITED AUDIO RECORDING

UAR PRODUCTIONS

8535 Fairhaven, San Antonio, TX 78229
(512) 690-8888

Contact: Robert Bruce

WESTWOOD RECORDING STUDIOS
964 West Grant Rd., Tucson, AZ 85705
(602) 622-8012

Contact: Willam Cashman

SOUTHWEST

Full Service
Video Production

BUCKBOARD PRODUCTIONS
904 Keller Street, Benbrook, TX 76126
(817) 249-3092

Contact: Ron Dilulio

SPINDLETOP POST

1328 Inwood, Dallas, TX 75247
(214) 634-7206

Contact: Mike Hardin

THIRD COAST VIDEO

501 N. Interregional Hwy., Austin, TX 78702
(512) 473-2020

Contact: Jett Van Pelt
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SOUTHWEST

Full Service
Video Production

TULSA FILMS

6314 E. 13th, Tulsa, OK 74112
(405) 8368164

Contact: Ellen Galvin

SOUTHEAST
Audio Studios with
Video Sync

ALPHA AUDIO

2049 W. Broad St., Richmond, VA 23220
(804) 358-3852

Contact: Mary Anne Turner

ARTISAN RECORDERS, INC.

WISHBONE RECORDING STUDIO
Webster Avenue, Muscle Shoals, AL 35660
(205) 381-1455

Contact: Lee Daley

SOUTHEAST

Full Service
Video Production

ARDENT RECORDINGS, INC.
2000 Madison Ave., Memphis, TN 38104

1421 SW 12th Ave., Pompano Beach, FL 33060 (901) 725-0855

(305) 786-0660
Contact: Scott Strawbndge

BROKEN DOOR STUDIO

5404 Stanford Drive, Nashville, TN 37215
(615) 269-0727

Contact: Peter Keeble, Richard Achor

Contact: Johy Fry

BULLET RECORDING

49 Music Square West, Nashville, TN 37203

(615) 327-4621
Contact: Piers Plaskitt

LE DOUX RECORDERS

CREATIVE REDIFFUSIONS AUDIO & VIDEO 989 Arden Ave. SW, Atlanta, GA 30310
7019 Big Daddy Drive, Panama City, FL 32407 (404) 7584045

(904) 234-3793
Contact: Paul Baley

CRITERIA RECORDING STUDIOS

1755 Northeast 149th St., Miami, FL 33181
(305) 947-5611

Contact: Jack Davis

DOPPLER STUDIOS

1922 Piedmont Circle, Atlanta, GA 30324
(404) 873-6941

Contact: Pete Caldwell

FANTA PROFESSIONAL SERVICES
1213 16th Ave. S., Nashville, TN 37212
(615) 327-1731

Contact: Johnny Rosen

LIVE OAK SOUND, INC.

110 College Place, Norfolk, VA
(804) 627-5545

Contact: hm Mikles

QL MOBILE RECORDING

314 Romano Ave., Coral Gables, FL 33134
(305) 446-2477, 665-3487

Contact: Rod Ball

RKM SOUND STUDIOS

1200 Spring Street, NW, Atlanta, GA 30309
(404) 874-3667

Contact: Jeffrey T Kinder

TRIIAD RECORDING STUDIOS, INC.

Contact: Utamu

SHOE PRODUCTIONS, INC.

P.O. Box 12025, Memphis, TN 38112
(901) 458-4496

Contact: Warren Wagner

SOUTHERN RECORDING AND VIDEO PROD.

1123 Jackson, Alexandria, VA 71301
(318) 473-0779
Contact: Bill Gabour, Denms Murdock

SPECTRUM RECORDING SERVICES
(Formerly SRS)

536 Huftman Rd., Birmingham, AL 35215
(205) 833-6906

Contact: Noah L White

LEE HAZEN'S "SUMMER PLACE"
204 Shoreside Dr. Rt. 2,
Hendersonville, TN 37075

(615) 824-2311

Contact: Lee Hazen

NORTH

CENTRAL
Audio Studios with

5075 N.E. 13th Ave., Ft. Lauderdale, FL 33334 y
(305) 771-1431 Video Sync

Contact: Douglas Weynck

TRI-STATE RECORDING

2006 E. Center St., P.O. Box 3860,
Kingsport, TN 37664

(615) 246-9701

Contact: Rick Salyer

AMBIENCE RECORDINGS INC.
27920 Orchard Lake Rd.,
Farmington Hills, MI 48018
(313) 851-9766

Contact: lerry Silecchia

VIDE
MUSIC

Pr_oducﬁon and Post Prodﬁéﬁon Faéﬂiﬁes

CHICAGO RECORDING CO.

528 N. Michigan Ave., Chicago, IL 60611
(312) 822-9333

Contact: Joe Sturm, Susan Divita

HIGH FIDELITY RECORDINGS
1059 Porter, Wichita, KS 67203
(316) 262-6456

Contact: James Strattan

RON ROSE PRODUCTIONS

29277 Southfield Rd., Southtield, MI 48076
{313) 424-8400

Contact: Don Wooster

ROUND SOUND STUDIOS, INC.
357 Ormont Drive, Weston,
Ontario, Canada ML 1N8
(416) 743-9979

Contact: Jame Sutherland

SOUND PATTERNS DXM
38180 Grand River,
Farmington Hills, MI 48018
(313) 477-6444

Contact: Pelly Dallas

SOUND RECORDERS, INC

3947 State Line, Kansas City, MS 64111
(816) 931-8642

Contact: m Wheeler

SOUND RECORDERS, INC.
206 South 44th St., Omaha, NB 68131
(402) 553-1164

Contact: John Boyd
ontact: John Boy: ®

UNIVERSAL RECORDING
46 E. Walton, Chicago, IL 60611

(312) 642-6465
Contact: Foote Kirkpatrick

NORTH
CENTRAL

Full Service
Video Production

ASTRO VIDEO SERVICE

61 West Erie St., Chicago, IL 60610
(312) 280-5520

Contact: Mark Adler

EDIT/CHICAGO

160 E. Grand Ave., Chicago, IL 60611
(312) 280-2201

Contact: Doug Cunningham

HUBBARD STREET STUDIOS

11 East Hubbard St., Chicago, IL 60611
(312) 644-0589

Contact: Jerry Lee Davidson

OPTIMUS

161 E. Grand Ave., Chicago, IL 60611
(312) 321-0880

Contact: Michael Fayette

SOLID SOUND RECORDING STUDIO, INC.
2400 W. Hassell Rd. Suite 430,

Hoftman Estates, IL 60195

(312) 882-7446

Contact: Judd Sager

SOUTHERN

CAL.
Audio Studios with
Video Sync

ASTIN/'MOORE

3501 Cahuenga Blvd. West,
Los Angeles, CA 90068
(213) 876-8008

Contact: Ron Silverra

BEST AUDIO

5422 Fair Ave., N. Hollywood, CA 91601
(213) 763-2378

Contact: Bob Huntley

THE BURBANK STUDIOS

4000 Warner Blvd., Burbank, CA 91522
(213) 954-6000

Contact: Gary M Paster

CANYON RECORDERS
11941 Wilshire Blvd.,

W. Los Angeles, CA 90025
(213) 479-4466

Contact: Elizabeth Tilles

CREATIVE MEDIA

7271 Garden Grove Blvd. Suite E,
Garden Grove, CA 92641

(714) 892-9469

Contact: Tim Keenan

DALTON RECORDERS
3015 Ocean Park Blvd.,
Santa Monica, CA 90405
(213) 450-2288

Contact: Melody Shepherd

GROUP [V RECORDING

1541 N. Wilcox Ave., Hollywood, CA 90028
(213) 466-6444

Contact: Angel Balestier

1AM

17422 Murphy Ave., Irvine, CA 92714
(714) 751-2015

Contact: Sue Rose Harlan

MASTER DIGITAL INC.

202 Main Street, Venice, CA 90291
(213) 399-7764

Contact: Roger Pryor

MOTOWN/HITSVILLE

7317 Romaine, Hollywood, CA 90046
(213) 468-3830

Contact: Guy Costa

PARAMOUNT RECORDING STUDIOS
6245 Santa Monica Blvd.,

Hollywood, CA 90038

(213) 461-3717

Contact: Don Schlegel

TIM PINCH RECORDING

6201% Van Nuys Blvd., Van Nuys, CA 91401
(213) 902-1482

Contact: Rex Olson, Tim Pinch
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PROJECT ONE A/V
SOUTH ERN I 1560 N. La Brea, Hollywood, CA 90028
r (213) 464.2285
CA L Contact: Mana Priddy
Audio Studios with '\ REALIFE STUDIOS AUDIO/VIDEO
e 18888 La Granada,
Video Sync - Thousand Oaks, CA 91362
> \ (805) 496-5756, (213) 889-6246
RECORD PLANT PR Saibes RN ‘ Contact: Dustin W Ebser
8456 W. Third St., Los Angeles, CA 90048 T
IR i i it ROCK SOLID PRODUCTIONS
@13 653.0240 P_roductlon andr Post Production Facilities ROCK SOLID PRODUC
SOUTHERN @ryon e
(213) 841.8220
ROCK SOLID PRODUCTIONS fthl‘a}tXZG EaTiANSFOglMd Contact: Geotirey leighton
727 N. Victory Blvd., Burbank, CA 91502 C AL i L
(213) 841.8220 . N. Hollywood, CA 91602
Contact: David Gnffin . (gw) 98_?7563 VIDEO SHOWCASE
Full Service LS A HeR L SOUND STAGE PRODUCTION
H H 1519 South Grand, Santa Ana, CA 92705
RUSK SOUND STUDIOS Video Production ) (714) 547.5468
1556 No. La Brea A LION'S GATE FILMS Contact: Hank Oumnn. Billy Bonham
O 1861 South Bundy Dr., Los Angeles, CA 90025 7 °° o
e BLUTH VIDEO SYSTEMS (213) 8207751
) Contact: St B or. Hal H
Contact: Randy Urlik 2660 W Olive Ave., Burbank, CA 91505 entact wieven Brmmer. Hal Rarmson VIDTRONICS
(213) 840-8060 855 N. Cahuenga Blvd.,
Contact: Joseph Bluth KEN MILLER ASSOCIATES gtil:l’mcgéd,gs:fl 90038
SOUND MASTER RECORDING 9401 Wilshire Blvd. Suite 1120, (213 ace 974}
10747 Magnolia Blvd., Beverly Hills, CA 90212 ontact: Sales Manager
N. Hollywood, CA 91601 DIGITAL SOUND RECORDING (213) 271-4263
(213) 650-8000 607 N. Ave. 64, Los Angeles, CA 90042 Contact: Ken Miller —
Contact: Barb Ingoldsby (213) 258-6741
Contact: Marellen Urbin 5
Ty CORRECTI ON In our
STUDIO WEST 6335 Homewood Ave., Hollywood, CA 90028 March 1982 issue (Vol. 6,
5042 Rufiner St., San Diego, CA 92111 EXCALIBUR VIDEO (213) 462-2300 . ]
(714) 277-4714 4015 Wilshire Blvd., Los Angeles, CA 90010 Contact: John Wilhams NO- 3) we Incorrect Yy
Contact: Dan Miner Contect Jack Mauk identified the photo of the
HORIZONTAL EDITING STUDIOS gﬁ‘l’g‘zs:lf;ﬁis; B Neumann U-89i micro-
THE VILLAGE RECORDER AUDIO/VIDEO PRODUCTS, INC .
1616 Butler Ave., Los Angeles, CA 90025 2625 W. Olive Ave., Burbank, CA 91505 Los Angeles, CA 90038 phones on pages 28-29 as
(213) 478.8227 (213) 841.6750 {213) 4647151 U-87’s.
Contact: loel Fein Contact: William Carlquist Contact: Howard Zuckerman

OBEDIENT SERVANT

GET THE Omni Q SYNCHRONIZATION SYSTEM
FROM AUDIO ENGINEERING ASSOCIATES

3 in 1 SYNCHRONIZATION SYSTEM
TIME CODE, SYNCHRONIZER, JAM SYNCH
NO LOSS OF AUDIO TRACKS

For only: $3,225

ether it's a pair of 2" audio machines at Mushroom Studios in ' ;
- recorder at your studio, the Omni Q holds it together with 50 micro d accuracy. With Omi
you can print time code and audio on the same track! This small (134" of rack space) system will
slave all servo capstan recorders. Audio Engineering Associates recommends the Omni Q system
because Omni Q provides more capability for less money than anything else. Call Wes Dooley or
Dick Knoppow to find out how Omni Q can serve you — obediently.

manufactured by: OMNI Q INCORPORATED / No. 8 12th Street / Blaine, WA 98230 (.S.A.

Sodby: AR Audio Engineering Associates

1029 N. Allen Ave. * Pasadena, CA 91104
(213) 7989127



MORE FOR LESS

HIGH PERFORMANCE AND LOW
PRICE IN A COMPACT MULTITRACK
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~ Peter Butt is a professionally
respected consultant, writer, and

. ‘ormer chief maintenance engineer for
Wally Heider Recording. He was
recently asked by Audio Engineering
Associates to review the Soundcraft
recorders. His conclusion:

“These machines are excellent value
and with a bit of fine tuning, could
provide the discriminating buyer with
a machine whose audio quality is better
than other recorders costing

twice as much.”

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

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

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

24 tk machines start at $21;250; 16 track
2" at $13,050; 16 track 1" at $15,500,
and the 8 track 1” package is $11,999.

Soundcraft from AEA: affordable,
reliable excellence.

AUDIO ENGINEERING ASSOCIATES

1029 North Allen Avenue ¢ Pasadena, CA 91104 ¢ (213) 798-9127
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COMPANIES: Spotlight on Texas

by Mia Amato

Those of you visiting Dallas this
month for the NAB show might inves-
tigate two new studios which have suc-
cessfully integrated audio and video
services. One such is Omega Audio
which recently “co-located” its studio
with Video Post and Transfer. Video
Post, run by Neil Feldman, offers one-
inch video editing with a CMX system.
Omega, run by Paul Christensen,
provides mixing, synching, and sweet-
ening for video and a recording studio
and 24-track mobile unit. The two com-
panies have set up shop at Love Field, a
commuter airport, to give regional pro-
ducers easy access from other points in
the southwest.

"Our bread and butter is agency
work and industrials,” says Russel
Hearn, Omega’s vice-president and
chief engineer, "we have a recording
clientele coming in at night to cut rec-
ords. But we feel that the future of audio
is connected to video so we
co-located.”

Hearn uses the BTX “Shadow”
synchronizer when mixing to picture;
its main advantage, he says, is that the
video stays visible when in the jog or
chase modes. "A lot of our commercial
directors have worked in film, and
they’re most used to this approach.”
Having a video studio next door has
been beneficial not only to clients but to
Omega, whose investment in video
gear has been minimal: playback
eguipment, time code reader, and mon-
itors on the speaker bridge above the
console and on rollable casters in the
studio.

Omega’s most interesting inno-
vation in film and tv post work is
Codefx™, a computerized sound ef-
fects system. According to Hearn, their
entire sound effects library is recorded
and time-coded for recall through a
proprietary device that utilizes the
search capacity of time-code. “All the
engineer has to do is look up the time-
code ‘address’ in a log for the door slam
or hammer sound, then program the
system, which tells the four track to find
it and lay it in on the 24-track,” he ex-

plains. “If the producer says, ‘that's a
couple of frames too late,” all it takes is a
single command to do it over.”

Omega, Video Post and a third
company, Clearwater Teleproduc-
tions, have also collaborated on a num-
ber of remote video productions of
C&W acts at Gilley's Club, Billibob’s,
and other large clubs.

The Dallas Communications
Complex in Las Colinas timed its
grand opening to coincide with the
NAB Convention. Along with 150
acres of "back lot” the teleproduction
center boasts several sound stages from
3,000 to 15,000 square feet and rooms
and rooms of rentable office space.
TriCom and Tele-Image, two well
established Texas video houses, have
already taken up residence, as have
Brimstone Films, Ruff Cedar Sound
Recording, the film and video post
house Spindletop, and a catering serv-
ice. "A producer will be able to come
here with an idea or concept and leave
with a finished product,” says Pat
Wolle, director of the facility. She add-
ed that other buildings on the lot will be
refurbished to house graphics, casting,
and other service firms. Well-placed
Ruff Cedar is a 48 track sound studio
owned by Russell Whittaker, and will
provide recording and sweetening for
the center’s clients, according to Wolfe.

In New York, construction con-
tinues on Metropolis, a vast studio
complex taking shape on Tenth
Avenue. Studio architect John Storyk
has designed two large soundstages,
each with its own video control room
and digital audio control room. Storyk
calls the stages VARMS—Video Audio
Recording and Mixing Stage. His pro-
totype mini-Varms can be seen at
Lion's Gate Films in L.A.

At National Video Center,
New York City, the modular setup there
divides post-production functions (edit-
ing, film-to-tape, audio post) into
triangle-shaped clusters around a cen-
tral master control room. “Right now
our busiest room is the one with the
Q-Lock,” reports operations executive
Bill Kelly. "We've been doing a lot of

work mixing and remixing audio for
ABC's ARTS and CBS Cable, two
cable channels which are in stereo.”

The Q-Lock is a 24 track syn-
chronized audio mixing system which
can interlock four record decks. Na-
tional’s video post-production “"Room
C” was the site of final edit for the
Grateful Dead's videodisk/cassette
concert. Special effects for the show,
tiled Dead Ahead, were created by en-
gineers Joe Schwartz and Mark
Negreann.

E.]. Stewart of Philadelphia pro-
vided mobile video for the Nashville
taping of Charlie Daniel’s annual
Volunteer Jam. Stanley Dorfman di-
rected and the special guests included
Dickie Betts, Crystal Gayle, Leon
Russell, and the Winter brothers.
Other projects at EJS are promo work
for CBS Records and post-production
for an MTV special, while a video ver-
sion of Rolling Stone Magazine is in
development. The publication has been
messing around with the idea of a tele-
vision series since 1978, but is expect-
ed to take the plunge since MTV ex-
pressed an interest. Denny Somach,
who created the syndicated Rolling
Stone rock history series for radio, is in
charge.

ART MEETS INDUSTRY

Video Expo, which presents a
semi-annual equipment exhibiion and
technical seminars for the non-broad-
cast market, has further broadened its
scope to include regular screenings of
video art. February’s Expo, held in San
Francisco, featured, for the second
year, a video cafe complete with check-
ered tableclothes, refreshments and
color monitors. Highlights from the San
Francisco Video Festival were
screened, including works by Chip
Lord, Max Almy, Dara Birnbaum and
Juan Downey.

The east coast show held last fall
used a video theatre format to display
works overseen by the New York
Media Alliance. The interface be-
tween artists and commercial video
users was initiated by San Francisco
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Video Festival director Steve Agets-
tein, who's well known for his efforts to
bring video art to a larger audience
(this month the organization will fete
four artists at sites around the city). But
the pat on the back belongs to Elliot
Minsker, president of Knowledge In-
dustries Publications, which sponsors
the Expo and provides space and pro-
motion for the art screenings.

Night Flight, the late-night
programming block on the satellite
cable service USA Network, has
begun integrating video art programs
into its mix of rock music specials and
movies. Night Flight producer Stu
Shapiro has arranged through Elec-
tronic Arts Intermix in New York to
air the work of video artists. Participants
include Nam June Paik, Stephen
Beck, the Vasulkas and Twinart.

Intermix is also experimenting
with home video sales of art tapes, with
little success so far. Increased exposure
to different kinds of video would cer-
tainly benefit future forms of video
music, but the likeliest avenue to a
broader audience remains cable televi-
sion. ATl Equities, which produces
Night Flight, demonstrates a com-
mendable committment to alternative
television. Two independently produc-

ed musical series were renewed this
year: New Wave Theatre, produced
by David Jove in Los Angeles, and
Take Off, produced by Video West.

MORE ON CABLE

A Federal judge ruled that the
Director's Guild of America (DGA)
has the right to prevent any of its mem-
bers from working for a pay television
service—even if he or she wants to. The
ruling stems from a lawsuit brought
upon the DGA by Home Box Office,
which does not have a contract with the
Guild. Since 1978 the DGA has spec-
ifically banned any of its members from
working with HBO, ostensibly because
the pay-cable firm would not agree to
pay scale and working arrangements
required by the Guild.

In Hollywood they're gloating
and calling this “a major victory” but I
can't see why. What the Guild has done
is cut off its 1,200 members—some of
the brightest talents in film and televi-
sion—from participation in a growing
and potentially lucrative market. The
DGA has even gone as far as to fine a
director $14,000 for daring to direct an
HBO program.

In the meantime non-DGA direc-
tors are establishing a foothold in origi-

nal cable programming. Arrivistes
lacking feature film or network credits
seem content to take smaller salaries
now in order to build their reputations,
“In a way I'm glad HBO lost the case,”
commented one determined individual,
"] was afraid that a lot of heavy talent
coming in would squeeze me out. Now
[ still have time to build a track record
in this business.”

Playboy Productions in New
York is looking for short subjects to air
on its racy pay-cable program
launched earlier this year. According to
creative director Bob Shanks, the (you-
guessed-it) magazine-format show seeks
“witty and sensuous subject matter” in
lengths from sixty seconds on up, to
wrap around “Playboy Interview" seg-
ments and a centerfold lady that (gasp!)
actually moves.

Playboy’s magazine-of-the-air is
more predictable than imaginative, but
company spokesman Jim Merrill has
said that musical programming would
be considered. Businesswise, the pro-
gram is anchored firmly in Escapade,
an established “adult” pay cable chan-
nel with roughly 200,000 subscribers
in 90 communities and a successful his-
tory of marketing blue movies in a late-
night pay tier.

n stereo with CMX 340X editor
Grass Valley 1600-7F with E-MEM
Chyron RGU-1 character generator

VIDEO POST & TRANSFER

(214) 350-2676

Four RCA TH-200 17 machine computenzed editng

Film to tape transfer services with Rank Cintel
MKIIIB Aying spot scanner with TOPSY

8036 Aviation Place » Box 53 » Love Field Terminal » Dallas, Texas 75235

24 t1ack audio recordng and sweeterng
for film and video

Automatic didiogue replacement services (ADR)

Sound effects library services with
exclusive “Computer Directed Effects” (CODEFX)™

Dual floppy disc SMPTE ume code automaton
BTX five machine interlock 10 picture (34 tracks)

Full 24 track remote recording services
with ume code

OMEGA AUDIO AND PRODUCTIONS, INC.
8036 Aviation Place * Box 71 » Dallas, Texas 75235
{214) 350-9066
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by Gary Schultz

Gary Schultz, a product
specialist for CMX Medium Scale
Editing Systems, has been a TV
and film writer/producer for fifteen
years. He has produced programs
for corporate, educational, and
instructional TV clients nationwide,
and his credits include; “Paint the
Rain” (Cine Golden Eagle Award,
1973), and “Unitas: Hope on a
Street” (1978).
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edit list is generated only for the
special effects or highly complex
audio mixing which are done at an
outside post production house with the
correct audio equipment.

Since most of the large post
production faciliies are CMX houses,
most medium-priced systems’ lists try
to be "CMX-compatible.” Some are,
some are not. Therefore, it is worth
the time to test an edit list on an
outside post production setup before
actually buying “compatible” edit-list
equipment (be it floppy disk, paper

MEDIUM-PRICED

EDITING SYSTEMS

Computer-assisted editing is a
comparatively new field, having
started in the broadcast television
industry less than 15 years ago. Since
then, dramatic advancements in
editing have drawn together the
previously separate fields of TV, film
and audio post-production. Within the
last three years, many of these
advancements have become available
in “medium-priced” editing systems.

PRICE

Comparing the cost of medium
scale systems is made much easier by
first determining what features you
need, and then comparing the costs of
those features.

For example, if you've already
determined the VTRs you want to
buy, make certain to price an editing
controller that interfaces with those
machines, including machine
modifications (if any). If you're buying
only a basic "cuts-only” system don't
pay for any expansions until you need
them. If you have already selected
ATRs, get a trigger-control device
(sometimes called a "General Purpose
Interface”) in the editor that will roll
an ATR on cue. Also, be sure to
include the cost of moditying VTRs or
ATRs (it any). It may be worth the
price of a VTR modification to
preserve the life of the VTR
transports. Options like time code
reading, edit decision list capability
and A-B roll should be priced
separately.

EDIT DECISION LIST

The Edit Decision List or Edit

List can make the difference between
an average and an outstanding show.
Typically, using SMPTE time code to
mark the in/out points for all cuts,
dissolves, fades and special effects, the
list provides the editor a means to go
back later and refine a show or a part
of a show. Since many editors work in
sections or by shots (i.e. the show title
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CMX Edge Computer Assisted Editor.

or the shot number), often the list gets
separated, worked on in sections and
later assembled in its final form from
several (sequential) lists.

Some editors do a rough cut or
a work print of a show on a medium
scale system and the final version on a
large scale or “full capacity” system
across town. Sometimes the (cuts-only)
list of a work print is used later to do
the final edits or edit list revision on a
full capacity system. Sometimes an

punch or printer). This may be
burdensome, but it will save a lot of
time and grief to know your list works
on a CMX system.

SMPTE TIME CODE ON VTR'S
Most SMPTE time code is pre-
recorded on one of the audio tracks
of the VTR (or on a separate track of
a multi track ATR). This is often called
longitudinal time code. In C-format
one-inch machines, the time code
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track is usually called the “third audio”
track. Audio track two on 3" U-matic
machines is usually used for time
code.

Although one inch VTRs usually
have a separate “address track” or
“3rd audio track” available for
longitudinal time code, some post
production facilities now use “vertical
interval” time code as a means of
freeing up that extra audio track.
Vertical interval time code has the
extra advantage of providing highly
accurate slow-speed and still-frame
time code reading ability.

However, because no (SMPTE)
standard exists for Vertical Interval
Time Code, the buyer should be
aware that one company's vertical
interval time code may differ from
another’s.

TECHNICAL ISSUES:
Installation, Maintenance
& Expansion

More major editing is done
after 5:00pm than before 5:00pm,
whether the chief engineer is in the
editing room or not. A system that
doesn’t work after dark means lost
revenue and lost customers. The
solution to this is to buy an editor that
is technically easy to understand,
operate, and trouble-shoot. Some
systems, like the CMX Edge, have a
self-diagnostic function which explains
where, if any, a problem exists.

MODULAR VS.
BLACK BOXES

Most medium-priced editors
come in “modular” form so that
functions can be added or changed
with a single board. Once the system
is installed on your premises, routine
tweaking and "board switching”
should be easily performed by
existing technical personnel with the
proper training. Modular design has
the added benetit of detying
obsolescence (you just substitute a
new board for an old one) and saving
space (there’s no need to add boxes
and reroute cables with a modular
system).

The best thing about a modular
system is that it is lightweight and
spares are easy to ship (crosstown or
across the border). This makes service
easier and faster when you need it,
and saves on the total weight of the
equipment if you need to carry it in
the cramped quarters of a van.

To the contrary, black boxes
decrease reliability, increase space
requirements, and sometimes require
the switching of the contents of the
black boxes to work. Often, service is
more cumbersome and parts take
longer to transport.

APRIL 1982

VIDEO PRODUCTION
CONSOLE

8 Inputs 4 Out - Stereo Capabilities
Rack Mountable
Transformer Balanced Outputs (+24dBm)
XLR Mic and XLR Line Connectors
E.Q. Defeat - Channel Mutes
Built-in Phantom Power (for condenser mics)
Dealer Inquiries Invited

(
/éit?//k))/d;f/;"l (7//(‘. 1365-C Dynamics St.

No. Anaheim, Calif. 92806, 714-528-4930

Video for business.
That’s our business.

More and more businesses are turning to video as a vital part of
their communications arm. Because video has so many important
applications.

We, at Camera Mart, have believed in video from the begin-
ning. And just as video has grown, we've grown. Because we
always had up-to-date equipment, and
the people who could help you get the g‘
greatest benefits from video. And save Q
you money while you're doing it.

We carry virtually every
important equipment name
you could name. And all
at competitive prices,
whether you buy, lease
or rent.

The Camera Mart Inc.

456 West 55th Street, New York 10019 « (212) 757- 6977/Telex: 1-2078
Video Department: 800 Tenth Avenue

Sales * Service * Rental
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NOW...

THERE'S
NO EXCUSE!

GET
REAL
PERFORMANCE
from only

$1,99500

Available from finer
audio dealers from coast

to coast. Inquire now
about our special NAB offer.

THE RFS-2 PLATE REVERBERATION CHAMBER (-FD)

AUDI-ENCE, INC, J

10 Red Oak Circle, Lake Dallas, Texas 75065
817-497-2017

The Best Kept Secret!

SALES O DESIGN O INSTALLATION OF HIGH QUALITY
SOUND SYSTEMS O BACKGROUND MUSIC O PAGING O
SOUND REINFORCEMENT O FRANCHISED FOR OVER 50
PROFESSIONAL AUDIO MANUFACTURERS O LIVE THEATRE/
SCHOOLS O AMUSEMENT PARK/MOTION PICTURE
THEATRES O HOTELS/RESTAURANTS O AUDITORIUMS/
CHURCHES 0O CONVENTION CENTERS O PARAMOUNT
SOUND PRODUCTS O AUTOMATION O COMPUTER CON-
TROLOOUTDOOR MUSIC SPEAKER SYSTEMS

Paramount
Sound
Systems

A A subsidiary of (800) 423-3205

): Paramount Pictures Corp. Toll Free QOutside of California

LA

L]

1651 Gardena Avenue, Glendale, CA 91204 (213) 956-3222
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(continued from page 33)

OPERATING FEATURES

Avoid fancy gimmicks that
aren't really needed. The important
question is "Does the system fulfill the
editing needs in a way that editors
can relate to and learn easily?” This is
significant, given that editors will need
to use the equipment for many hours
at a stretch.

The editor or operator should
be able to learn to do basic cuts
within a couple of hours. They should
not be contused by an intimidating
keyboard or an illogical layout of
keys.

A basic medium-priced system
also should perform “on-the-fly”
editing that allows marking edits while
the tape is running in either direction.
Probably most important is the issue
of creature comfort and speed. The
editor should not have to reach or
strain to use the keyboard or read the
CRT (time code) displays. When the
editor changes his/her mind, the
ability to trim an edit (add or subtract
frames) immediately with the minimum
amount of keypunching and hand
movements is a plus. Fast editors like
to make changes and review updated
edits rapidly to maintain the creative
flow.

In short, no two editors or
editing situations are the same. The
operating features of a system must be
designed with maximum flexibility and
the long range happiness of the
editors in mind.

SERVICES SUPPORT

"Medium-priced"” editors range
from $10,000 to $40,000. Included
in this price should be services
support when and where and in the
form the customer needs it.

Services support ranges from
the company's field service personnel,
service hotlines, technical and
operational training classes (on a
regular and regional basis, if possible),
regular technical notes and updates,
high quality operator's and
maintenance manuals, and on-site
installation and training. A good
company should provide all of these
plus a standard warranty on all of its
equipment.

Ore thing is certain about the
post production business which all
serious equipment suppliers know and
respect: it's a highly competitive
business with high client expectation
and where change is a constant. The
company that has taken great pains to
carefully think through what a
medium-priced editor should do in
this very important market niche is the
one that will establish and build a solid
customer base. [
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THE ELVIS FACTOR

by Mr. Bonzai

(Mr. Bonzai, Smilin' Deaf
Eddie, Garf and The Incredible
Shrinking Heads have just entered
Impact Video, a production facility
under the direction of...)

“Harry Liebman! I haven't seen
you since ‘God's Cable’, that
underground media conference you
organized in '69. What've you been
up to, and where's Andy Kaufman?”

“We'll get to Andy later, Mr.
B,” he began. Harry had changed
since our student days. The beard was
gone and his black hair was short with
a shock of grey that stuck up like a
cockatoo's topknot. Deep laugh lines
crinkled from his eyes and he wore
severe black-rimmed glasses. "I've
been running a video research facility
for ten years and decided to come to
Hollywood to make some bucks and
have some fun.”

“How'd you find me?" |
quizzed.

"] saw your production of The
Incredible Shrinking Heads,” he
continued, “and thought we might be
able to-work together. I called that
studio you used to manage, Ryan
Recording, and they gave me your
number. By the way, I'd like you to
meet somebody.”

Harry punched a code into a
nearby wallbox and a panel slid
away. It reminded me of ‘This is Your
Life’ when Layla stepped out and
greeted me.

“Mr. Bonzai!—Great to see you
again. How's the rock video biz?"

“Oh, we're hangin' in there,” |
bluffed. Actually the bucks had
stopped before they reached my bank
account. "How are things at the
studio?"

“Fine—Cart just won a
Whammy for engineering Johnny
Terrific’s last album—but I'm not
working there anymore. I'm
programming with Harry.”

“We're into something that's
bigger than rock video,” Harry
interjected. “Video games.”

[ heard there was a big market
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there,” I added.

“Are you kidding? Last year,
video games generated more money
than films and records combined: 7
billion dollars, in quarters.”

“We've combined rock, video,
and games,” Layla informed me.
“Come back to the lab and let us
show you.”

We walked through dimly lit
hallways to the rear of the building
where Layla introduced us to a
computer.

“This is ELVIS—that's short for
Electronic Laser Video Integrated
Synthesizer. Harry invented it and I've
been developing some software. Here,
take a look.”

Layla punched a few buttons
and an image appeared on a
100-inch TV screen. It was the Sex
Pistols performing “Anarchy in the
U.X.” She punched in a new
command and Johnny Rotten turned
into Prince Charles. The eftect was
quite startling.

“How'd you get a tape of him
lip-synching that song?” [ asked.

“We didn't,” Harry explained.
“All we did was feed some stock
footage into the computer, digitized
the Prince from two angles for a 3-D
analysis, and replaced Johnny with
Charles. We can do it with anyone.”

“So how does this fit in with
video games?” | queried.

“Here's our first prototype.”
Harry pointed to a video arcade
game which had been modified by
adding a clear plastic bubble
equipped with stereo speakers. “We
call it ‘Celebrity Chase.” We shot a
few minutes of a guy running down
Hollywood Boulevard, and then
programmed in fifty famous
personalities.”

Harry dropped a quarter in the
slot and stepped on the electronic gas
pedal. The runner dodged traffic and
tried to escape. He pushed a code
selector and the runner became Regis
Philbin. He pulled a trigger and a
laser beam shot out and tickled the
runner to quicken his pace. "Look at
this... we can change the image to
Alexander Haig, Frank Zappa,

Richard Simmons—anybody. It get's a
lot of aggression out. And listen to the
sounds!”

Harry pushed yet another
button and a barrage of crunches and
realistic groans combined with "Born
to Be Wild” blasted out of the bubble
dome. “The only thing that's missing is
a really good way of programming in
different vocals. I'd love to hear
Ronald Reagan singing “Fire all of
your guns and explode into space.”

Smilin' Deat Eddie blurted out,
“Hey, Larry, I can fix you up. Just
give me a sample of a person's voice,
then I digitize it and use the voice
code to synthesize a new vocal by
programming from the original. Of
course, | need a 30 ips master of the
original...”

“That's great, Eddie,” said
Harry. “This could be bigger than I'd
thought. Take a look at these plans for
more games... and they're all
programmed through fibre optic
phone lines from our central
computer. No way to bust our
software.”

Harry described his other
games. There was “"Wipe Out,” which
played Beach Boy's music while a tiny
camera photographed the player and
superimposed his head on the body of
a surfer on the TV screen. If you
could stay on the board, you got
another tune. If you ate the soup,
Brian Wilson laughed hysterically.
Harry also had a new version of the
old "Pong” game, with the old blips
replaced by superimposed images of
the persons playing the game. Sure to
be successful was “Stripteaser,” a
game in which a choice of famous
men and women disrobe to the ].
Geils song “Centerfold.” If you, the
player can catch their clothes, the
strip continues. If you miss, they put
them back on.

“And this is the one that will
really shake up the market,” Harry
finished. “We call it ‘Rockheads,” and
that's where you and the band fit it.”

“So what's the deal?” [ asked.

“We need lots of original audio
and video, various versions of the
same material—the player will actually
play the music as he bombards the
band. In return, we'll let you use our
equipment and ELVIS to make your
rock videos."”

“Sounds pretty fair, but how
‘bout some of those 7 billion
quarters?” | bargained.

“Sure—you can have a quarter
of the quarters.”

“OK, it's a deal,” [ said, "but
where's Andy Kaufman?” |

(to be continued)

The situations and charactenzations in this column are purely
fichonal and do not reflect anything relating even vaguely to
reality, living or dead
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PREVIEW

Nagra Introduces New
Studio/Remote Recorder

The Nagra T-Audio, a new twin cap-
stan, four-speed audio tape recorder,
developed by the Nagra- Kudelski
Group of Switzerland, for studio or re-
mote use, is now being marketed in the
U.S. by Nagra Magnetic Recorders, Inc.
Oftered in several stereo head configur-
ations, with or without sync, this high-
performance machine features a de-
tachable, individually-controlled key-
board for fully operational remote
capabilities. The keyboard also pro-
vides recording calibration selections
for speed, tape type, and standard, as
well as an electronic digital counter.
The T-Audio features an interchange-
able head assembly and utilizes servo-
controlled editing and transport sys-
tems, and a variable playback speed
control. The recorder operates on AC
current, but can also be DC-powered
by an external 12 or 18 vdc source.

The Nagra T-Audio Studio/Remote Re-
corder makes its debut at the Dallas
NAB convention, and may also be in-
spected at the company’s New York
and Hollywood facilities. Prices range

from $9,000 to $14,000, depending
upon configuration and option selection.
For more information, contact:

Nagra Magnetic Recorders

19 West 44th St. Room 715

New York, NY 10036

Nagra T-Audio

TC2 Digital Delay
Processor From
Audio/Digital Inc.

An Oregon based corporation,
Audio/Digital Inc., have unveiled their
TC2 Digital Delay Processor. Designed
with the flexibility to satisfy both the
studio and live performance markets,
the TC?2 features a new effect, dynamic
pitch tracking, which allows delay time

SPECIFY: EXCELLENCE.’

— "‘ [ —
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ACTIVE & PASSIVE EQUALIZERS

18 different Models to choose from

REAL TIME ANALYZERS
Octave Band, 1/3 & 1/6 octave

BI-AMP & TRI-AMP CROSSOVERS

Low level at any frequency & slope

\ch instruments, inc.

| P. O. Box 698, Austin, Texas 78767 « 512/892-0752 » TELEX 776409 WHITE INST AUS

FROM THE INDUSTRY’S PIONEERS IN EQUALIZATION . ..

CUSTOM FILTERS FOR
AUDIO APPLICATIONS

High-pass, low-pass, band-pass, notch

NARROW BANDWIDTH
NOTCH FILTERS

Control of room feedback & ring modes

S
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to be controlled by the pitch of the in-
put signal. This permits pitch-controlled
flanging and other new effects.

Also featured are a second memory tap
for triple tracking and simultaneous
positive and negative flanging, a four
digit, real-ime numeric display with
leading zero blanking, a preset flange
mode with 4:1 sweep ratio, and a low
frequency control oscillator section. An
unprecedented feature of the TC2 is its
delay time of over 1 second at full
bandwidth (20-16 kHz). Internal ex-
pander modules are available to extend
the delay time to more than 2 seconds
at full bandwidth.

For the first time on a unit of this size
and at this price (under $1,500), the
TC2 includes a user adaptable digital
I/O port for extensive user and/or com-
puter control of delay time, output
muting, VCO, bypass, digital hold, and
flange presets.

For more information, contact:
Audio/Digital Inc.

85335 Sarvis Berry Road

Eugene, OR 97405

Sony On-Location Mixer

Designed for on-location broadcast ap-
plication in ENG/EFP situations, the
MX-P42 mixer combines up to four
separate audio sources to stereo out-
puts and features onboard compres-
sion/expansion for geater dynamic
range capabilities.

Features include solo functions on all
four inputs, as well as low cut filters
selectable at either 80 or 160 Hz, and
11 kHz high cut filters. Al filters pro-
vide attenuation of 18 dB octave.

The MX-P42 is approximately 10V;
inches x 8 inches x 3 inches in size and
weighs only 7.7 pounds complete with
three C cell batteries.

For more information, contact:

Jim Guthrie

Sony Professional Audio

9 West 57th Street,

New York, NY 10019

Sony MX-P42 Mixer

MOS FET Power
Amplifiers from
H.H. FElectronic

H.H. Electronic, a leader in amplifier
design throughout Europe, has made
their line of MOS-FET power amplifiers
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available to the U.S. market. These
stereo units range from 100 to 400
watts per channel, and are capable of
high frequency performance beyond
50 kHz, resulting in lower distortion in
the audible band. Some of H.H. Elec-
tronic's current customers include:
Stanley Clark, A&M Studios (Holly-
wood), Supertramp, and Lion's Share
Studios (Beverly Hills).

For more information, contact:

H.H. Electronic, Inc.

2500 E. Fender Avenue, Unit [
Fullerton, CA 92631

MOS-FET Power Amplifier

New Speakers from
Renkus-Heinz

Renkus-Heinz has introduced new 125
watt, two-way speaker systems which
incorporate their new SSD 1801 high
frequency driver. Three compact and
roadworthy systems are available: the
SMS 1281 stage monitor, the FRS
1581 full range system (both with road
handles and carpeted exteriors), and
the FRS 1581-U, which comes in a
black utility cabinet without handles.
The SSD 1801 compression driver has
a frequency response of 500 to 25,000
Hz, and features a field-replaceable
diaphragm/voice coil assembly

For more information, contact:
Renkus-Heinz, Inc.

17851 AB Sky Park Circle

Irvine, CA 92714

Renkus-Heinz SMS-1281
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GORDON HARDY
President & Dean

JORGE MESTER

Music Director

announce

PUSR N S ==t

A Rt T e » pod =2 -
HAROLD BOXER - Director
Three three-week sessions offering experience in recording live
symphony, opera, and chamber music with world-renowned artists.
June 21-August 22, 1982
Aspen, Colorado
“The Aspen Audio-Recording Institute has something no other recording

studio-oriented course has—the Aspen Music Festival.”
BILLBOARD MAGAZINE

Address all inquiries to: Aspen Music Festival, 1860 Broadway, New
York, NY 10023 (212) 581-2196 After June 1st: Box AA, Aspen, Colorado
81612 (303) 925-3254

The Aspen Music School admits students of any race, color, and national or ethnic origin.

HOW DO YOU
MEASURE TAPE

TENSION?

If something SOUNDS FISHY 1t
may be vour tish scale approach to
measurmg 1ensron

The Tentel Tape Tension
Gage is designed to di
agnose problems n your
magnetic tape equipment
Virtually all recorder manu
facturers use and recom
mend the TENTELOMETER ®
for use with their equipment

The TENTELOMETER® measures tape tension while your
transport 1S in operation, so you can “see” how your transport 1s
handling your tape, high tension causing premature head and tape
wear, low tension causing loss of high frequencies. or oscillations
causing wow and flutter. Send for the Tentel “Tape Tips Guide”
The T2-H20-ML sells for $279 - complete

1506 Dell Avenue

Campbell, CA 95008

(408) 379-1881

Toll Free 800 538-6894 (ex. CA)

ENTEL
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_ JOHN
BOYLAN

RODUCERS DES

by James Riordan

John Boylan is one of the most
versatile producers in pop music, hav-
ing worked with a great variety of
acts. He has achieved success in
almost every style of music because
his producing philosophy is geared
towards bringing out the best in an in-
dividual act rather than being a “star”
on the boards. :

"T like to think that producers
shouldn't be stylized. I don't believe in
asserting my own stylistic ideas onto
any act. [ like to think the only com-
mon denominator on my records is
quality. There’s really no correlation
between Boston and Charlie Daniels
or even between The Little River
Band and Marcie Levy, whom I'm do-
ing now. Or between Quarterflash
and Pure Prairie League. My two
hues and crys are massive amounts of
pre-production and my obstetric pro-
duction stance. I try to deliver the
brainchild rather than put my stamp
on it. My pre-production goes even as
far as to try to force the band to play

~ all their material live before they
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record it, it possible. That can be dit-
ficult sometimes because of cir-
cumstances, and they all hate it too.
But most of them who do it are glad
they did. There's something about
standing on a stage and playing, and
it doesn't matter it the audience reacts
or not. It's just like having an idea and
mulling it around in your head for a
week and then saying it to somebody.
It doesn't matter whether they answer
you or not. The act of that idea com-
ing out of your mouth gives you an
objectivity that you didn't have
before, and you can't get it without
doing that.”

Boylan's background encom-
passes many phases of music, in-
cluding being a guitarist, songwriter,
actor, and engineer.

"] started producing demos in
New York in the mid-sixties when [
got out of Bard College. I had a band
with my brother, and the club where
we were playing burned down and
took all our equipment with it; so we
went out and got jobs as staff
songwriters on Tin Pan Alley. I started
producing some of my song demos

because [ didn't like the way they
were being done. The first real pro-
duction I did was the Association for a
movie soundtrack called "Goodbye
Columbus". Then I did The Dillards,
and [ worked with Rick Nelson in '67
and had a hit with "She Belongs To
Me". The band I put together for
Rick, The Stone Canyon Band, im-
pressed Linda Ronstadt; so she called
me to help her put together a band,
which I did, and that band later
became The Eagles. I produced and
managed her for two years. That was
one of the only mistakes I think I've
made career-wise. | should never
have gotten into management. [ really
just want to be a record producer.
The only act [ produced while manag-
ing Linda was her. After that [ did
Brewer and Shipley, Roger McGuinn,
Pure Prairie League. In "76 I did
Boston's first album, and then I started
working with The Little River Band.
The only problem with The Little
River Band is that they haven't been
able to develop an image that totally
suits them. They're a pretty hard rock-
ing band, but all of their AM hits have
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not reflected that.”

Boylan is a most prolific pro-
ducer, finding time to do several
albums each year as well as being
vice-president of A&R for Epic
Records.

“As a V.P. and staff producer
for Epic I'm only allowed one outside
project a year; and after three albums
with The Little River Band, we sort of
decided things had run their
course—that's when I started working
with Quarterflash. I do about six
albums a year—I don't feel you can
do anymore than that, given the
amount of preproduction and special
attention to each project. Creating
pieces of art is a single-minded
discipline. After you've done all the
preproduction and taken all the in-
fluences in that you want, then you've
got to have a single-minded vision
about this one piece of work and not
be distracted about something else.”

One thing Boylan does share in
common with his peers in record pro-
ducing is the criteria by which he
evaluates an act.

“Material, first of all. If the
songs are great and there's a really
good singer, that's what I go for. Even
if the players aren't that good, I can
always work on that; but you can't
work on songwriting. The guy’s either
a songwriter or he's not. You can give
him a few ideas on what to do with his
tunes, but that's about it. They must
have those tunes. Also [ feel that
there's no point in signing an act to a
label if you don't have any allies. If
you're the only guy there that is the
champion of that act, you're doing
them a disservice by signing them.
Because they're going to get short-
tripped. They're not going to get any
support. In the record business now,
we're going to have to sign fewer acts
and spend more time on each act.
You've got to have decisive
executives with vision to run any
business and the record business more
than anything else. You have to have
the entire label a hundred percent
behind the act from the start.”

Boylan has also done a few
soundtracks, including the tremen-
dously successful “Urban Cowboy”
soundtrack which he compiled.

Tt was released on Asylum, but
I did it for CBS. One of the acts | did
was Charlie Daniels. He's already on
Epic, so there's no problem for me
working with him. The other act that
did was Johnny Lee (“Looking For
Love"), and he was a member of
Mickey Gilly’s band. Mickey's on
Epic, and we did it with the sense that
Johnny would be on Epic; but when
the time came to sign, Asylum made
him a better offer, so that was it. CBS
didn't penalize me for it because I did
it in good faith. I like doing sound-
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tracks. Movie producers are going to _

turn more and more to record pro-
ducers for soundtracks if they want
records from the movies to sell. Guys
who just do soundtracks often have no
cognizance of how a record has to
sound on the radio or what it's got to
end up like in order to sell. So they
put out a lot of willy-nilly soundtrack
albums—some of which sell because
the movies are very popular, but
none of which will do what "Urban
Cowboy" did, where the soundtrack
made the movie and, in fact, even
outgrossed the movie.”

Like most producers Boylan has
some favorite studios; and he gives his
reasons.

"I work in B at The Record
Plant a lot. It's a great sounding room.
It was designed by John Storyk with
Tom Hidley. Components have been
replaced over the years; but the room
is essentially the same, which is why |
like it. It has the same speakers, the
same board, the same shape. It's just a
great overdubbing and mixing room
because what you get out of there
sounds like what you had when you
were in there, which gets harder and
harder to do. I use a lot of studios. 1
like tracking in a big, live, open room
unless I'm doing something like jazz
instrumentals. But, for rock 'n roll [

like a big, open room to track in, and
then [ can overdub in a room like
Westlake "B” which is versatile. It's got
a lot of different sounds and some
hard surfaces, some dead areas. It has
a real fast board and good speakers.
And then I like to get in a room that
sounds great to mix like Record Plant
"B".

His advice to would-be record
producers is straight to the point.

“"Become something else first.
Become a songwriter, a musician, an
arranger, or an engineer. Also be as
many of those as you can. A musician
can also be an engineer, an arranger
can also be a songwriter. You have to
be a jack-of-all-trades to be a record
producer, because you are the stop-
gap person on a project. If some hole
needs filling, you've got to be able to
fill it. The only course I ever took that
helped me with record producing was
acting. I got a degree in acting and
directing at Bard; and almost every-
thing [ used in play-directing class, |
use in producing records. Drawing a
performance out of a singer or
musician is the same as drawing a
performance out of an actor. I think
anything you can learn in any
discipline involved with the arts is
going to help you as a record
producer.” [ ]

See us at
NAB Booth 1927

Model 300 PR
Powered Card Rack

* Accommodates up to 10 API 300
series amplifiers
Rugged compact construction,
only 3%" x 19"
Plug in power supply module
Torroidal transformer housed
in shielded compartment
EMI power line filter
Latching front cover
Cable strain-relief bar

2100 Reston Ave., Reston, VA 220891

64 line distribution,

small space!

NEW FROM
DATATRONIX

@"ATATRONIX INC

A subsidiary of ATLANTIC RESEARCH CORPORATION
(703) 620-5300 TWX 710 833 0365

Model 8328
Audio Distribution Amplifier

All the features of the 300 PR plus:

* Redundant power supply

* 8 Model 328 Distribution Amps
(1in, 8 out)

* 64 lines of distribution in
compact package

Modules available:

Model 312 Microphone Preamp
Model 325 Line & Mixing Amp
Model 330 Equalized Preamp
Model 350 Voltage Controlled Amp
Model 701 Monitor Amp

Relay and other special

function cards available

TELEX 901941
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by Bill Cheney

At the base of the beautiful
Wasatch mountain range, in Orem,
Utah, lies the Osmond Entertainment
Center, one of the world’s most com-
plete pre-production, production, and
post-production facilities under one
roof. The 100,000 square foot building,
situated on a twenty-seven acre lot, is
equipped with the latest state-of-the-art
production gear. "We take pride in hav-
ing the tinest audio and video facility in
the country, and enjoy making it avail-
able to clients of the same caliber,” says
Richard Martin, Executive Vice-Pres-
ident of Osmond Entertainment.

The Osmonds built the Riviera
Studio in Provo, Utah, which over the
years produced many gold records.
Original expansion plans called for a
small production studio. However, by
the time the drawings were completed,
a 90,000 square foot building was pro-
posed. After agreeing with ABC televi-
sion to finish the Donny and Marie
series in the proposed facility, the pro-
ject was started. On April 2, 1977, con-
struction of the Osmond Entertainment
Center began. Within six months, the
project was completed. The television
production facility includes a 17,500
sqguare foot sound stage that has over
forty-two teet of vertical travel allowing
full flexibility in lighting and scenic
design. Martin continued, “"One new
client recently noted that the facility was
like something out of the future.”

A Strand-Century Multi-Que
computer assisted lighting board con-
trols over a half a million dollars in stage
lighting equipment and fixtures. This
elaborate system will accommodate a
wide range of productions, including
television commercials, variety shows,
sit-coms, dramatic series, specials and
other network productions, as well as
motion pictures. “This facility is de-
signed to be time efficient by way of
physical layout. For instance, the peo-
ple oriented areas that include make-
up, wardrobe, etc. all are centrally
located around the stage. After all, time
is money,” says Martin.
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Air Recording Studio/MCI JH-528.

A seventeen ton acoustical door
separates the sound stage from adjoin-
ing support areas, allowing easy pas-
sage of larger sets and props. Eight
hydraulically operated seating plat-
forms enable movement of 280 people
into more than sixteen staging combina-
tions.

The electronics within the facility
increase the capabilities and overall ef-
ficiency during all phases of produc-
tion. The audio booth employs an MCI
538 mixing console that is accessible
through 112 microphone patch points.
The outputs of the console are tied to an
MCI twenty-four track tape machine
that features Dolby noise reduction for
each track. Mixdown is accomplished
on an Ampex ATR 104 with two track
capability for post-production sweeten-

ing. A complete line of outboard effects
including UREI limiters, a DeltaLab
DL-2, and Eventide H949 Harmonizer,
an Adam Smith 605 synchronizer, an
AKG BX-10 reverberation system ex-
pand the capabilities of the audio con-
trol booth. Two sets of Electro-Voice
studio monitors, powered by Crown
and Yamaha amplifiers, complete the
equalized room. The audio control
booth is connected to the 48-track re-
cording studio, as well as the one inch
and two inch video editing bays. Jerry
Huber, chief production engineer says,
"The MCI console is more than large
enough for most production work, but
necessary in big variety shows or large
broadcast production. For the future, I
feel it is @ must with the changing trends
in T.V. today.”
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Production viewing is provided
to both video and audio control rooms
via twenty-inch Barco color monitors.
In addition, twelve 14 inch black and
white monitors for input and output
feeds are also utilized in the control
room. Production communications are
provided through a six channel RTS PL
system.

The video control is accomplish-
ed with a full compliment of Grass
Valley and Tektronix terminal equip-
ment. To increase color control,
cameras and video consoles are
equipped with senior video positions.
Twenty-six inch Barco monitors pro-
vide exceptional viewing of the video
signal.

The Osmond facility uses two
video tape edit bays for either one inch
or two inch tape formats. Edit Bay One
houses five Ampex AVR-3 VTR's cap-
able of super high-band and regular
band recording and playback, along
with one inch "C” Format capability, in-
cluding an Ampex VPR II B VIR, a
Grass Valley 1600-7K triple re-entry
video switcher with E-MEN, and DVE
(Digital Video Effects). Edit Bay Twoisa
one inch editing room that employs five
new Sony BVH-1100 VIR's and a
Grass Valley 300 with MK II DVE. Both
editng bays have Ampex ESS-2
Slomo-Systems, Compositor Graphics,
Thompson Color Correctors, and
Mach One Computer Editing Systems.

A sophisticated post-production
facility with a comfortable offline room
has four Sony BVU 800 three-quarter
inch video cassette edit recorders sup-
ported by a Convergence Editing
system. Transfers are done via a Rank-

Cintel MKII Digiscan Flying Spot Scan-
ner that is capable of producing film
positives or negatives in 16mm or
35mm formats and 35mm slides. A
T.O.P.S.Y. computer controls scene by
scene correction. The suite is also
equipped with a Magnetec 16-35 sep-
arate mag record/reproducer. All of
the audio and video equipment is inter-
faced with the latest noise reduction and
enhancement equipment.

The equipment within the studio
area includes three RCA TK 46
cameras with Fujinon 16:1 lenses, and
three servo-controlled drop-in ex-
tenders for manual or remote opera-
tion. One RCA TKP 46 hand-held
camera equipped with a 15:1 Fujinon
servo-lens is also available.

The Osmond Production facility
also concentrates on maintenance of all
audio and video equipment resulting in
minimal down-time for all phases of pro-
duction. Tom Nielson, chief mainten-
ance engineer, feels that the Osmond
Entertainment maintenance department
is superior to any found elsewhere.
"Our expertise in both audio and video
maintenance reduces equipment down-
time better than anyone in the
industry.”

The new Osmond 48 track re-
cording studio was designed and built
to be used as either an independent re-
cording studio or to be used in con-
junction with the video production
facility. The major acoustic and elec-
tronic consultant behind the impressive
layout was Kent Duncan of Sierra
Audio. Duncan utilized what was previ-
ously a secondary rehearsal hall, and
converted it into a spacious and lux-

One Inch Edit Bay with new Sony BVH 1100 video machines.
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The Best Op-Amp

New Packaging!*

Electronic design by Deane Jensen,
Jensen Transformers

Packaging and production design by
John Hardy, Hardy Co.

LOW NOISE: -133.7dBv Re: 0.775v
(Shorted input, bandwidth = 20kHz)

LOW DISTORTION: .005% THD
(20kHz, +24dBv, gain = 20dB,
RL = 600 ohms)

HIGH SLEW RATE:
18v/uS, R = 150 ohms
16v/uS, R = 750hms

HIGH OUTPUT:
+24dBv, R = 75 ohms

Complete specifications
and documentation
available

APPLICATIONS INCLUDE
Input stages (mic, tape, phono, etc.)
Uine outputs (line drivers)

Summing amps

Active fiiters

*STILL DIRECTLY REPLACES
APl 2520 MODULES

Active burn-in:
48 hours at 100°C (212°F)

MIL-SPEC RESISTORS: RNS5D
(1% metal film, £100 ppm)

ULTRA-STABLE
CAPACITORS: 30 ppm

41 components on a 1" square
pc board

DIMENSIONS: 1.125" sq. x.625" h
Manufactured by and sold exclusively thre
THE HARDY CO.
P.O. Box AAG31
Evanston, lllinois 60204
(312) 864-8060
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urious recording environment. The
oak-trimmed moldings and rock work
throughout the studio and control
rooms enhance the asthetic and visual
appeal. Jim Gamble, chief engineer at
the facility says, "It is our intent to pro-
vide world class recording facilities for
the engineer, and to capture Merlin's
magic for the artist.”

The studio employs the largest
Neve 8108 Necam II in the United
States. The console has fifty-six micro-
phone and line inputs that are routed
through 48 output channels. Two A800
series Studer 2" twenty-four track tape
machines are interfaced via a cue-lock
sync system. "The Neve with Necam Il
will provide engineers with the ability to
precisely repeat difficult mixes. We feel
that the Studers are probably the last
and greatest 24 track machine of the
analog generation.” Gamble feels the
new automated equipment is a definite
“plus for the facility.” In addition, two
Model A-80 2/4 track tape machines
are used for mixdown.

A number of outboard electron-
ics and effects have been included to in-
hance and further recording capabil-
ities of the studio. The group includes a
Lexicon Model 93 Prime Time System,
a full Scamp rack with noise gates and

Changing
Your Address?

Planning on moving? Please let us
know six to eight weeks in advance
so you don’t miss a single issue of
the MIX. Attach your old address
label to this coupon and print in your
new address below.

parametric, ADR Vocal Stressor, as
well as a full line of UREI and dbx elec-
tronics. Noise reduction is accomplish-
ed by four channels of 361 and twenty-
four channels of M24-4 Dolby noise
reduction. For echo, an EMT Model
240 Gold Foil System is used.

Air Studios is a second Osmond-

owned, professional recording studio.

The facility is located within ten minutes

of the main production studio. Air

Studios, like the larger recording

studio, was designed by Kent Duncan. R

The fully-automated MCI JH-528 is ter- a $

minated to an MCI 24-track, two inch ~ N =

machine. According to Nick Gasdick, g 3 25

manager of Air, “The facility is primari- 2 © S

ly a studio set up for additional use as 3 (7] § p-4

an ‘overflow’ from the larger studio.” S 88«
Air Studios contain the necessary 2 Za °

outboard electronics for quality record 3 = § 2

and video production. Echo devices in- = s 2

clude EMT plates, and one Lexicon H _'=; 3

224. Additionally, a wide variety of 2 3

UREI, DeltalLab, and Eventide limiters g >

and effects are easily accessed through = 5

the MCI. As with the larger recording

facility, Hidley TM-7s are employed. 2 o

Gamble concluded, "In Utah, the artists o o

will find themselves in an inspiring at- E E © >

mosphere with few distractions, sup- g 8 2 6—‘

ported by talented, dedicated, helpful
technicians.” B

\

limiters, a Deltalab DL-2, Orban
8 Why Your Radio Station Should Own
An Eventide H949 Harmonizer.

¢ IT'S A COMPLETE AUDIO TIME COMPRESSION
SYSTEM AT A FRACTION OF THE PRICE

The $3500" H949 gives you the same audio time compres-

sion and expansion capabilities of competitive single-pur-

pose units costing well over twice as much. You get the

power to control time itself...with no editing, no program

material deleted and no abnormal pitch effects.

¢ IT'S A COMPLETE SPECIAL
EFFECTS DEPARTMENT
The Eventide H949 Harmonizer*®
special effects unit gives you an al-
most endless variety of effects.
There's variable delay, echo and re-
verb. Feedback ievel and equalization
controls let you “custom-tune” the au-
dio. Pitch-change capability can create new voices. Mix
input with pitch-changed output for chorus and harmony
effects. Want the distinctive sound of flanging? The H949
offers the best flanging ever. There's time reversal and re-
peat too. For even more versatility, many more effects can
be created from combinations of the basic effects.
WHAT CAN THIS MEAN FOR YOUR STATION?
o IT CAN HELP YOU MAKE MORE MONEY
Go after those co-op dollars! The H949 can easily com-
press an existing national spot to accommodate a local
retailer tag. Local advertisers who deliver their own ad copy
Cill love what the H949 can do. Endless retakes to correct

*List price in domestic U.S.

the non-professional’s timing errors are eliminated. Use
pitch-change to make that local retailer sound more like an
announcer (He'll love that!) Time compression with the
H949 can bring order out of chaos when running back-to-
back religious or political programs which are often mis-
timed. And, you'll find yourself doing more and better sta-
tion-produced local spots—with those special audio effects

that make for a more professional custom pro-
duction. Your advertisers will notice and

appreciate the difference.

e IT CAN GIVE YOUR STATION

A MORE DISTINCTIVE,

TIGHTER SOUND
The H949 Harmonizer can really make a
difference. Use its special effects capabilities to produce
really distinctive promos, intros and custom jingles. For a
brighter, fast-paced sound, some stations choose to speed
up their music by a few percent, utilizing the Harmonizer to
maintain normal pitch. Using pitch-change, you can even
create new voices to populate your air.

MOST EVENTIDE DEALERS HAVE EVALUATION UNITS
AVAILABLE. CALL EVENTIDE TODAY FOR THE
DEALER NEAREST YOU.

Eventide

the next step

265 West 54th Street
New York, N.Y. 10019
(212) 581-9290 j
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by Pat Maloney

From a sound engineer’s point
of view, a NAMM (National
Association of Music Merchants)
convention doesn't have quite the
same appeal as an AES convention.
However, since we deal with
musicians day in and day out, it
would greatly behoove us to find out
what they are buying and why. More
than 1500 manufacturers of musical
instruments and related products
exhibited at this show, many of whom
had new products of specific interest
to the sound professional.

The following items were
among the many | saw which merit
our consideration. If you see anything
that strikes your fancy and buy it or
suggest its purchase to a musician,
drop me a line and let me know what
you think of it. In future columns I will
pass along any experiences you'd like
to share with your fellow engineers
and I'll attempt to let you in on what
the manutacturers are
thinking—hopefully before they spend
millions of dollars developing yet
another Ys-octave equalizer! Anyway,
here are a few products that caught
my eye:

Harbinger Audio introduced a
two-way speaker to compete with the
JBL 4602 “"Cabaret” monitor. A
compact version of their own popular
model 524 monitor, the new “"Club
Monitor” uses a high frequency driver
mounted on a round horn in
conjunction with a high power 12"
cast frame woofer. A new three-way
PA stack is now available which
incorporates a distinctive "Cat Eye” or
elliptical shaped throat design for the
bass and midrange horn loaded
cabinets. According to the
manufacturer, this unique design
improves the presence and transient
response in these areas. A moditied
version of this system is replacing the
previous house PA at the Circle Star
Theatre in San Carlos, CA. I'll give
you a report as soon as [ hear it.

Although he didn't actually
have one on display, Geoffrey Levy
of Beyer informed me that by the end
of the year they will have their own
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diversity wireless microphone system
available. The NE185 receiver is
designed to switch between the
stronger of two antennae signals,
utilize a compander/expander circuit
and operate in the 174.27 to 216
megahertz range. A companion U185
transmitter will accomodate the
familiar Beyer M500 head, an electret
condensor capsule, and a variety of
other microphone options as well.

DeltaLlab Research previewed
their Model DL-6 Harmonicontroller™
which allows you to use up to three
DL-5 Harmonicomputers™ to create
four part harmony in real time from a
single source. A decided boon for
bands with only one musician who
can sing in tuned

Audio-Technica’s new AT831
is a unidirectional lavalier condensor
mike that allows for mike placement
options that we've never had before.
McCune sound in S.F. has been using
them for a few months now with great
results. Let me know any novel uses
you find for them and I'll pass the info
along.

The familiar 100 watt Hotspot
monitor by Galaxy Audio has been
replaced by a 120 watt version and is
available with an optional volume
control calibrated in 3 dB steps. The
manufacturer claims it is a "little
brighter” than the previous model.

JBL displayed a new 1”
compression driver—the Model

2425—which they say has a power
handling capacity of 70 watts
continuous program at 800 Hz. The
driver incorporates a newly
developed titanium diaphragm instead
of a phenolic or aluminum one. I was
told that JBL plans to phase out these
latter diaphragms for their 1" drivers
in favor of the newer titanium ones, so
you might want to stock up now it
you prefer the older materials.

HH Electronic introduced a
new line of MOS-FET power amps in
typically rugged and well designed
enclosures. [ particularly like the
bridging XLR connectors and the
detent volume controls. New to the
USA is the HH Communicator CS160
mixing console which was introduced
in Europe in the fall of last year. An
optional plug-in special eftects unit
contains an ADT/Echo module and a
Chorus/Flange module that normal to
the board's 2 eftects send busses. You
can, of course, connect your own
effects units up via interrupt jacks in
the rear. Also standard is individual
phantom powering on each mike
input as well as a built-in reverb unit.
What is getting to be a common sight
on consoles lately is the increased use
of short throw faders—and this
console is no exception. Actually, the
convivial HH sales rep and I had a
lively discussion on this issue.
Personally | don't prefer them. He
believes, however, that once levels

e e TR R e e ————————]

43




e ——— e e

are set at the beginning of a show, an
experienced sound engineer doesn't
muck about with them very much. I'd
be very interested in what you mixing
engineers think about it. Should we
just go back to rotary knobs and
forget the whole thing?

Speaking of consoles, the
number of them now available with
integral power amps seem to be on
the rise. Whirlwind has addressed this
situation with a new line of multi
cables called the "Power Series.”
Available with either 6, 8, or 12
shielded mike lines and a single line
level return, the snakes also contain 2
separate speaker lines utilizing a pair
of 14 gauge wires.

In a departure from the
separate PA components in the rest of
their line, Peavey introduced the
Project 4, an all-in-one integrated
three way cabinet. Black Widow
‘Superstructure’ speakers are used for
the 15" wooter and 12" midrange
speakers and the highs are
reproduced through a 22A driver
mounted on a CH3 high frequency
horn. Didn't get a chance to hear
it—their listening room was always
packed with people when I was
around—but ['ve always preferred an
integrated cabinet design to separate
components if it's executed correctly.
A new live mixing console—the Mark
[V—will be available this summer and
comes with 12, 16, or 24 inputs and
4 submasters. Individual channel
patching is available either pre or post
fader. But alas, short throw faders
again!

Prices on 16 channel mixers
seem to be coming down lately, and a
new name to the American market,
Audiotrack, has many features not
usually found on other consoles in the
under $4000 price range. Just
introduced by European Audio
Distributors of Torrance, CA, the
stereo mixer is equipped with 8
grouping busses for recording or
submixing—not just the more common
2 or 4—and comes built into a sturdy
flight case as well. Walnut side rails
are also available and a separate
power supply is standard.

Shure has expanded their
SM-81 condensor mike line to include
an omnidirectional capsule—the
R104A. Also available is the new
AB1G pop filter grill, considerably
smaller than the larger A81 WS foam
windscreen that has always been
available.

My Most novel idea of the
show' award goes to Legend, a
manufacturer of musical instrument
amplifiers. They've addressed the
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problem of consistent mike placement
and sound pickup by permanently
shock mounting a Shure SM-57
capsule behind the grill cloth and
slightly off axis in front of the speaker.
Available as an option on all cabinets
and self contained amps, the MS-570
Microphone System is wired to an
on/off switch and a three pin XLR
connector at the rear of the cabinet.
Richard Newman of Legend says that
there is no choice of mike position or
alternative capsules at the moment
although he might offer options in the
future if the marketplace—that means
you!—requests it.

[ also found a balanced mike
level out on the rear panel of the
‘Condor’ series of instrument amps
manufactured by Crate. According to
the rep, the signal at this output has
been EQ'd to sound like a
loudspeaker instead of like the clean
direct signal out of an amp.

A price guide to the value of
used sound equipment is now
available from Orion Publishing in
San Luis Obispo, CA. Similar in
concept to the auto industry’s Blue
Book, the "Professional Sound
Reference Guide” lists high and low
purchase prices as well as
approximate resale values of over
15,000 products including
microphones, speakers, amps, musical
instrument amps, and related items.

While many companies are
busy designing more elaborate pieces
ot equipment, MXR has just released
a simple one-infone-out delay line that
is adjustable in 5 ms. steps up to a
total of 320 ms. No flanging, no
doubling, no tricks—just a simple
delay line for the professional sound
installation market. This is one of three
new products in MXR's new "Pro
Series”—all sporting a black faceplate
instead of the tamiliar bright blue.

The most powerful amplifier I
encountered was the new Crest
Model 5000. At 1600 watts into 4
ohms, this little package weighs in at
about 75 lbs.—one “heavy” amp in
the truest sense of the word!

Thanks to AKG, you'll no
longer have to troupe around a
separate digital delay lin