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The new advanced-design MQ-Series mixers.

e

o

RIGHT ON THE MONEY.

Introducing the MQ-
Series. A new line of highly
affordable mixers that refuse
to compromise with audio
performance. Or with
your needs. -

You get the tonal frexﬂ&ht\\
- of a4-pand EQon each’chapnel b

and the added flexibility of
- per-channel echio aw foldback

Combo Products

@

sends. Plus a pair of master-
program 9-band graphic
equalizers. And direct interface
flexibility with per-channel dual
input switching.

There’s also the depend-
ability and service convenience
of a modular layout with each
channdls cqmponents mounted

- '®na separare mtemal printed

THE WAY IT WILL BE.

Sea Ay

5

circuit board. The MQ-Series.
Right on the money; right down
the line.

Visit yvour Yamaha dealer
or write us for more information.
Yamaha, Box 6600, Buena Park,
CA90622. In Canada, Yamaha
Canada Music Ltd., 135 Milner
Ave,, Scarb., Ont. M1S 3R1.
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Dr. Carolyn A. "Puddie” Rodgers died
on Monday, May 3, 1982. Her credits
and contributions to the field of
acoustics are laudable and widely
acknowledged. Her academic suc-
cesses, her dedication to advancing the
technology, and her comprehensive
presentations to the Audio Engineering
Society and other such bodies are only
a part of her legacy.

Her most important contributions, to
those of us who knew her and worked
with her, were her indomitable spirit and
her intense love of her work. She in-
spired those around her to question, to
seek creative solutions, to innovate, to
constantly reappraise our knowledge.
She taught us how to listen. She taught
us how to hear. She taught us how to re-
tain a sense of wonder in this highly
technological business.

Syn-Aud-Con is in the process of work-
ing with other people in the audio field to
establish, in Puddie’s name, a scholar-
ship fund for women capable of making
significant contributions to the field of
acoustics. It is our hope that the future
recipients of the benetits of this fund will
carry on the high ideals and dedication
which Puddie’s life represented.

Puddie’s gifts to this industry, during her
brief life, have made it better; no finer
tribute can be paid to anyone. She
touched us with her courage and we will

miss her tremendously. She will not soon
be forgotten. —P.R.J.

TRAGKS

Coming next month

SPOTLIGHT:
Studio Designers
& Suppliers

® Special Report:
Power Amplifiers

e Willie Nelson’s Studio
® Spyro Gyra

e Metropolis Studios

4
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You Are Cordially Invited
to the
Mix Sth Anniversary Issue

When: August, 1982
Where: Wherever you pick up
Mix Magazine
What: A one-of-a-kind
Special issue featuring
The History of Recording:
100 Years of Audio Evolution
- including -

Visions of the Future
- plus -

An International Recording Update
& Many more surprises!

Special 1977 display advertising rates
are available in conjunction with this issue...

Call 415/843-7901 for details.

Ad closing: June 15
Materials due: June 22
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Incredibie...

the “"Acoustic Chamber Synthesizer..

LEFT CHANNEL

weutLEYL
3.8

e Totally new design approach %J%%
® The sound of a live acoustic chamber ﬁ ™
e Natural sound, even on percussion m
@ Self-contained rack mount unit

¢ Full two-channel stereo

The Master Room XL-305 is a totally new design approach in reverberation technology. For the first time, the
qualities and properties of a live acoustic chamber are available in a rack mount unit at an affordable price.
There is a natural sound on percussion, as well as voices and all other musical instruments. This quality has not
been obtainable from other compact reverberation devices. The XL-305 exhibits no unwanted side effects; it's
as natural as a live chamber itself.

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

MICMIX Audio Products, Inc.

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

CEO UPDATE: CEASE-FIRE
NEGOTIATIONS

Progress has been made in the efforts by
the Calitornia Entertainment Organization (CEO)
to relieve the retroactive sales tax assessment
burden placed on the state’s independent record-
ing engineers and producers (see May Current)
The legal firm of Nossaman, Krueger and Knox
has been retained to negotiate a cease-fire with
the State Board of Equalization while Assembly
Bill 2871 makes its way through the Legislature.

The bill introduced by Assemblyperson
Gwen Moore, clarifies the content and intent of
existing law and affects all proceedings currently
pending in the matter. "l states that the section of
the Revenue and Taxation Code that is being ap-
plied to the recording industry was never intend-
ed to affect engineers and producers,” says a
CEO spokesman. “There will have to be some

changes in the language of AB 2871 so that it will
encompass all the areas where the industry is be-
ing hit, but we are making progress.” The bill
cleared the Revenue and Taxation subcommittee
in April and was scheduled to be heard by the
Assembly Ways and Means committee in early
May. After passage by the committee, AB 2871
must then be approved by the entire Assembly
and State Senate and then be signed into law by
Governor Brown.

The spokesman also stressed the impor-
tance of making California residents, especially
those involved with the music industry, aware
and supportive of this bill by assising CEO
wherever possible. For further details, CEO
headgquarters can be contacted at

Harold W. Lindsay,
Audio Pioneer,
Dead at 72

Harold W. Lindsay, 72, whose develop-
ment of the first practical audio recorder in
America revolutionized the recording industry
and established Ampex Corporation as a high
technology leader, died April 1, 1982, at his Los
Altos Hills, California home following a brief ill-
ness.

Mr. Lindsay played a major role in turning
Ampex, a small subcontractor of electric motors
during World War I, into a major high
technology company after he became a full-time
employee December 10, 1946.

Mr. Lindsay also directed the development
of subsequent generations of audio recorders and
was involved in the industrial design of the first
practical videotape recorder during his 30-year
career at Ampex. He retired in 1977 and
became a consultant to the company

He is survived by his wife, Margery, three
children, and seven grandchildren

Wayne Freeman, Sales and Marketing Director
for Soundcraft U.S.A., has announced that they
will handle all dealer sales on a factory-direct
basis after June 1, 1982. Send orders and service
requests to Soundcraft U.S.A., 20610 Manhattan
Place, Torrance, CA 90505... Steve Hebrock,
formerly of Caribou Ranch, has joined the engi-
neering staff of BSR (USA) in Blauvelt, N.Y., to
work on the development of audio automation
systems... Henry Root, president of Hy
James—The Audio Professionals, has appointed
Tom Greenberg as their new Sales Manager, to
head their sales force and interface with equip-
ment manufacturers... UREI has recently: added
a 3200 square foot addition to their facility, near-
ly doubled their stock area, and made more room
for manufacturing and shipping operations. Ray
Combs, UREI VP, says their business increase is
due in part to the popularity of the new power
amplifiers they introduced about a year ago...
Emilar Corp., has appointed Harold F. "Bud”
Mosier, formerly of Electro-Voice, as General
Manager and Vice-President. Pat Everidge,
previously an engineer with Altec and JBL, has
been named Vice-President of Engineering at
Emilar... Sony Broadcast Products has establish-
ed a new sales region to serve customers in the
Southwest. Charles Taylor manages the new ter-
ritory, with offices at 1320 Walnut Hill, Irving,
TX... MUSEXPO '82, the eighth annual interna-
tional record and music industry market exposi-
tion, will be held Sept. 30 - Oct. 4, 1982 at the
Sheraton Bal Harbour in Bal Harbour, Florida
{Miami area). This year's conference will also in-

213/906-2080.

notes
clude a special video market exposition. For in-
formation, contact: MUSEXPO '82, 1414

Avenue of the Americas, New York, N.Y.
10019... A new award, the "Lyra,” was pre-
sented to movie audio engineers for outstanding
achievement in motion picture sound by 3M's
Magnetic Audio/Video Products Division. This
year's recipients were the seventeen audio engi-
neers who were nominated for Oscars by the
Academy of Motion Picture Arts and Sciences..
The 3M Corporation has signed a multi-million
dollar development agreement with Optical
Coating Laboratory, Inc. to produce a propri-
etary thin magnetic recording product, produc-
tion process and specialized manutacturing
equipment... Russell Farrell, formerly Altec’s
New England District Manager, has been named
OEM Sales Manager for the Altec Lansing Indus-
trial/Professional Sound products line... New
World Audio, Inc. has become the sole author-
1zed dealer 1n San Diego County, CA, for Fostex
Corporation of America, Ramsa, and Otari Cor-
poration. In addition, New World has become the
area’s authorized distributor of JBL Pro Line
speaker systems... Great British Audio Inc. of
New Rochelle, N.Y., has appointed Richard
Craig Bullington as National Marketing
Manager for the complete line of Canary pro-
ducts.. Swordsman Press, of Sherman Oaks
CA, has announced that their music industry
guidebook, "The Platinum Rainbow,” should ex-
ceed year end sales totals of 36,000 copies, and
are pursuing plans for a television show based on

the book. ..
Synergetic Audio Concepts will be offering a

special financial and management workshop June
15-17 at their West Coast Seminar Center. Con-
tact: Syn-Aud-Con, P.O. Box 669, San Juan
Capristrano, CA 92693... Audio & Design
Recording, Inc., of Bremerton, Washington, has
been named as the exclusive U.S. distributor of
Calrec condenser and soundtield microphones..
Richard Sens, President of Matrix Studios, New
York City, has promoted Robert Lieberman to
Vice President of Engineering... Capron Light-
ing and Sound (live event specialists) has
merged with New England Production Serv-
ices, (video and TV specialists), to form Cap-
ron/NEPS, of Needham, MA (Boston Area)... The
Association of Professional Recording Studios,
(APRS) will present an exhibition of professional
recording equipment June 23-25, at the Kens-
ington Exhibition Centre, Kensington, London.
For details, contact APRS, 23 Chestnut Avenue,
Chorleywood, Herts, U.K. Nortronics, has
chosen Elias Zinn's Entertainment Marketing
Company to distribute their Recorder Care
replacement heads and maintenance products in
the Texas, Oklahoma, Arkansas, and Louisiana
areas.

Correction: In the March issue we
inadvertently omitted Leonard J.
Eisenberg’s photo credit on the Artist
Studio photo of Synchro Sound
Studios. QOur appologies.
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Audio engineers who try Maxell

Maxell quality saves a lot of
recording situations. Maxell meets
your ¥4" open reel and audio cassette
needs, no matter how demanding
you are. Because we're more
demanding. We've developed a
name that means unique quality all
around the world. For example,
Maxell cassettes give you a produc-
tivity boosting four-function leader
with A/B side indications, directional
arrows, non-abrasive head cleaner
and five-second cue to set timing
and level.

wontt let go.

You can see Maxell excellence in
the cassette construction and on the
'scope or meter. The physical con-
struction is strong enough to meet
all professional requirements. Maxell
open reel tape and cassettes give
you quality you can hear. And your
clients can hear as well.

We'll give you all the technical
information you need to form your
own opinions. But if you're like just
about every audio professional that
tries Maxell, you won't let go.
Remember, we warned you!

maxeill.

PROFESSIONAL /INDUSTRIAL DIVISION

Our success is magnetic.

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

At Syncro Sound Studios in Boston, MA, Slow
Children recorded a single for Ensign Records
with producer Jules Shear and engineer Thom
Moore.

Recently recording at Blue Rock Studio, Soho,
New York City, Joe Jackson with producer
David Kershenbaum for A&M Records. Mich-
ael Ewasko engineering.

At Kingdom Sound Studios, Syosset, Long
Island, Donald Roeser (Blue Oyster Cult) is pro-
ducing “Buck Darma's” first solo effort for Por-
trait Records. Ken Kessie engineering, Paul
Mandl assisting.

White Plains, N.Y. Squires Productions has just
completed an album by The Frank Kohl Quartet,
on Reform Records. Engineered by Alain Van
Achte, assistant engineer Jay Brown.

At Normandy Sound in Warren, R.1., Billy Cob-
ham has just completed a two-LP project. His
band features Tim Landers (bass), Gil Goldstein
(keyboards) and Dean Brown (guitar). The pro-
ject was produced by Cobham and engineered
by Phil Greene with Tom Socares assisting.

At Thana Sound Productions in Newton, CT, the
Charlie Midnight Band completed recording
and mixing its debut album on CBS's Decent
Records, engineered by Ron Bacchiocchi and
produced by Kash Monet.

At Queen Village Recording Studios, Phila-
delphia, PA, the new Karen Young single pro-
duced by Walter Kahn debuting on Atlantic
Records. Also completing a single is veteran artist
Davey Morris for Beckett Records—he is co-pro-
ducing with Roger Meltzer.

At North Lake Sound, in North White Plains,
N.Y., current sessions include: Ted Daryll in the
studio working with producer Dwight McKee,
mixing Wently Phipps with gospel project for
Polygram Records, Chris Cassone engineering.
At Kajem Recording Studios in Gladwyne, PA,
cutting began on Spaces new LP, produced by
Skip Drinkwater. Engineered by Mitch Gold-
tarb. The Pedestrians, one of WMMR's chosen
few local bands mixed some new material for
airplay on the radio station. Joe Alexander en-
gineering.

At Trod Nossel Recording Studios in Walling-
ford, CT., sessions included Sterling Glass and

the Metropolitans, who recorded and mixed a
gospel LP for release on the Glass Productions
label. Dave Watson came in several times to
work on ancther of his original tunes.

At Spectrum Recorders, Lanesboro, MA, Cob-
ble Mountain Band has completed a new tune,
which is their contribution to a benefit LP for the
Cancer Fund promoted by WDLW Boston. In ad-
dition, Jim Bayliss has recorded and mixed four
original tunes for future release.

The Recording Center of East Norwalk, CT, has
recorded a radio spot for U.S. News and World
Reports. The spot, produced by Joel Weisman of
North Castle Partners, Greenwich, will be aired
in the Detroit metropolitan area. Pete Bastoni en-
gineered the session.

SOUTHEAST

At Ardent Recording, Inc., Memphis, TN,
Keith Sykes was in to mix a new single, "In Bet-
ween Lies,” for release on the Backstreet label.
The single is from Sykes new album, "It Don't
Hurt to Flirt.” Producer for the session was
Jerene Sykes while Terry Manning engineered.

At The Soundshop in Nashville, TN, Eddie
Mekka of "Carmine” fame on the Laverne and
Shirley sitcom was in the studio with Lee Green-
wood ("It turns me inside out”; "Ring on her fin-
ger, time on her hands” fame) producing. Buddy
Killen was in producing Roger Miller and June
Roberts.

Recording at Audio Media in Nashville, Ray
Charles with Pat McMakin engineering, Ricky
Scaggs producing himself for CBS with Mar-
shall Morgan engineering.

At Woodland Sound, Nashville, TN, Jerry Lee
Lewis is working on an album for MCA Records
with producer Ron Chancey. Les Ladd is engi-
neering and David McKinley is assisting.

At Catfish Bay Sound Studios, Clarksville, TN,
Billy Allen and the Mark V have cut two Jimmy
Clifton originals for their first single, The Bailes
Bros., veterans of The Grand Ol Opry and Col-
umbia Records, have had masters edited for a re-
release LP. Chuck Emery handling all the engi-
neering.

At Bullet Recording in Nashville, TN, Steve Ison
and Randy Holland producing a Jon Coates ar-
rangement with a 32-piece orchestra for an as yet

unnamed video piece.

Bow Wow Wow, the group that emerged from
the defunct Sex Pistols and now have the No. |
hit in England, was at Criteria Recording
Studios, Miami, FL, cutting tracks for a new LP
on the RCA label. Kenny Laguna producing,
with Mark Dodson engineering and Bruce Hen-
sal as assistant engineer.

At the Roxy Recording Theatre in Nashville, TN
Jackie Frazier was busy working on his soon to
be released album. Mark Jevicky was also hard
at work in full recording sessions.

At Sound Emporium in Nashville, TN, recent ac-
tivity includes Terri Gibbs, who returned to the
studio to overdub vocals on “"Look At Us Now,”
the theme song for the film Waltz Across Texas.
The song was written by Milton Brown and
Steve Dorff and co-produced by Dortf and Ed
Penney. Jim Williamson engineered the session.

The Artisan Recorders’ Mobile out of Pompano
Beach, FL, recorded RCA artists Triumph live in
concert in Orlando and St. Petersburg, Florida.
Bruce Macomber and Peter Yianilos engi-
neered with assistants Stan Johnson and John
Catalano.

International recording star Julio Iglesias at
Criteria Recording Studios, Miami, FL, doing
vocal overdubs for a new LP for CBS Interna-
tional. Ramon Arcusa is producing and engi-
neering, with Bob Castle as assistant engineer.

NORTH CENTRAL

At The Recording Connection in Beachwood,
Ohio, Money, formerly “The Mutfs” from Colum-
bus, Ohio is in Studio B, recording their second
album for Eartone Records with Dale Peters,
former bass player for "The James Gang” engi-
neering.

At Tantus Studio, Detroit, MI, recent activity in-
cludes, Sarabande finishing work on their latest
project for Platinum Riders entitled “Street Of
Love,” written and engineered by Dr. Jack Kat-
tush.

Elekira artists Shoes from Zion, IL, have com-
menced work on their third album for the label at
Alan Kubicka's Chicago Recording Company
in Chicago. Chief engineer is Hank Neuberger.

At Studio A, Dearborn Heights, MI, Say Yes To
(continued on page 11)

The Mix welcomes press releases from all studios, large and small, for inclusion in the Sessions column. Send us the news
on who's recording, new people, equipment updates, location changes, etc. The deadline for materials is 6 weeks prior to
month of publication. Press releases are not held for more than one month so please keep updating the information.

Send to: SESSIONS/STUDIO NEWS, c/o Mix Magazine, 2608 Ninth Street, Berkeley, CA 94710.
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Svnclavier 1l

Digital Synthesis - Music Printing - Real Instruments

The world's most advanced digital synthesis system has just The Music Printing and Sample-u}Disk"‘Options, advanced
become the world's most advanced Music Printing and Sam- as they are, are only part of the incredible Synclavier® ||
pling System. Digital Music System. Since its introduction two years ago,

Now, with Synclavier® II's Music Printing Option, perfor- many of the world’'s most influential musicians, producers

and studios have seen and
now own a Synclavier® ||
system themselves.

We invite you to see and
hear what they already
know, that the future of
music is available today
from New England Digital.

Synclavier® || digital
music systems start at
$13,750.00.

. Don't forget to inquire
i about our line of business
| software for your studio and
b personal use.

Synclavier® |1
Instruction Manual

and Demo Record.

A complete and descriptive
Instruction Manual is now
available for $50.00 (USA &
Canada) or $60.00 (else-
where) postpaid.

30 minute, long-playing
demo records are aiso
available for $2.50 (USA &
Canada) and $6.00 (else-
where).

For more information, a
personal demonstration, or
the name of your nearest
representative, please call
or write to:

mances played on Syn-
clavier® |I's keyboard can
be transferred and printed
out automatically in stand-
ard musical notation. This
amazing new Option pro-
vides a quick, high quality
computerized printing of
complete orchestral scores
or individual parts, piano
music, and lead sheets with
lyrics.

Using the new Sample-to-
Disk™ Option, you can now
record real instruments or
whole sections of instru-
ments into the Syncla-
vier® |l and then play them
on its keyboard. New Eng-
land Digital’'s technological
wizardry has made it pos-
sible to record or sample
any analog signal onto a
Winchester Disk using a
microphone or line-level
source. You can record at a
sampling rate of 50KHz. for
a minimum of 100 seconds
up to a maximum of 54
minutes. After recording,
sophisticated software tech-
niques provided by New
England Digital allow you to
analyze the recorded signal,

digitally filter out noise or harmonics, and edit different signals New England Digital Corporation y

together for unigue sounds. Once satisfied with your sampled Department 62, Box 546

sound, you can easily transfer it to the Synclavier® II's key- White River Jct., VT 05001 HE W W
board for real time performance. 802-295-5800 new england digital

KEYRIAMD INHT O IMENY GONTIOL
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BROADCAST

PRECISION

Introducing 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 Ampex Corporation, Audio-Video Systems
Division, 401 Broadway. Redwood City, CA 94063
(415) 367-2011. Sales, spares and service worldwide.

AMPEX
TOOLS FOR TOMORROW

Ampex Corporation « One of The Signal Companies [ ]

Circle #005 on Reader Service Card

Serviceabillly

Plug-in assemblies are easily
accessible from the front of the =

recorder, even when ; e e e
rack mounted. I o
Quick Change

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

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

Digital Tape Timer with
Single-Point Search-To-Cue
For accurate timing in hours,
minutes and seconds.

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

Microprocessor Controi

Microprocessor system ensures

safe, gentie ond toolproof tope
handling.

Designed For Editing
Head assembly is wide open for
unequoled occessibility. Dump
editand hands-on-reel editing

modes included.




(continued from page 8)

Michigan radio spot, produced by Eric Morge-
son for The Road Company and performed by
Gabriel, was recently completed for air play.

Recently at A&R Recording Studios in Ames,
lowa, final mixes were completed on Allen/
Carlson's forthcoming single on Revolver Rec-
ords. The sessions were engineered by Jim Pfit-
zinger and David Kingland.

SOUTHWEST

Rainbow Sound in Dallas, TX, had veteran Nash-
ville producer Charlie McCoy at the studio in
March producing a new album for The Shoppe.
David M. Boothe did engineering duties.

Way, Truth, and Life Records has released a new
album of gospel music featuring many of the Cen-
tral Texas area’s leading studio musicians and
vocalists. Produced by Bill Butler and Rick Den-
nis at Wink Tyler's Austin Recording Studio, in
Austin, TX, the album, "Destined,” features the
singing and songwriting of Randy Ellis of San
Antonio.

Reelsound’s 24 track remote bus out of Man-
chaca, TX, was recently in San Antonio record-
ing Johnny and the Distractions for King Biscuit
Flower Hour. Paul Zullo was producing with
Malcolm Harper, Mason Harlow and Lewis
Valis engineering.

NORTHWEST

At Triad Studios in Redmond, WA, completion
of LP tracks for Daryl and Renee Redeker with
Paul Speer producing, Bill Angle, executive
producer.

Recent recording projects at Dangerous
Rhythm Recording Studios in Lafayette, CA,
featured San Francisco’s own B-Team, who are
currently working on songs for their first single.
the sessions were engineered by Matt Wallace,
and production was handled by Tom Chauncey
and B-Team.

Current projects at Harbor Sound in Sausalito,
CA, include Laser Boy, produced by John Col-
la, (Huey Lewis & The News), cutting their demo,
“Million Dollar Man,” with Paul Stubblebine en-
gineering, Dana Chappelle assisting.

Recent action at Tres Virgos Studios in San
Rafael, CA, Elements, a premier album by Ira
Stein/Russel Walder, on Windham Hill Records,
produced by Will Ackerman, engineered by Ed
Bannon. Terry Haggerty's (original Sons of
Champlain guitarist) yet untitled first solo album
engineered by Robin Yeager and produced by
Terry Haggerty, Robert Missbach and Robin
Yeager.

At Fantasy Studios in Berkeley, CA, two
simultaneous direct to digital sessions were held
on April 13, though the sessions were unrelated,
both were lead saxophone dates—Art Pepper
and Steve Douglas in separate studios recording
to Mitsubishi 2 track.

The VKTMS have just completed an album pro-
ject at Parvin Studios in Pacifica, CA, with engi-
neer K. Charles Fink.

Action at The Automatt in San Francisco, CA,
includes Santana working on a new Columbia
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LP with Carlos Santana and Bill Graham pro-
ducing, Jim Gaines engineering and Maureen
Droney assisting.

SOUTHERN CAL.

Activity at Studio Orange in Orange, CA, in-
cludes The Gumby's finishing their 6 song 12"
EP entitled "Plastic Rock in a Plastic World.”
Lester Claypool produced and engineered
along with Dan Macdonnel assisting.

At Emerald City Recording in Grover City,
CA, finishing up single releases for Illusion
Records were Marianne Le Moine, and Dana
Benet. The songs were written by Preston and
Allen Glass. Theo "Magic” Martin was engi-
neering, and co-producing with Mr. Preston
Glass.

At KDisc Mastering in Hollywood, mastering
engineer John Golden has been working on Con
Hunley's new single with Steve Dorff and Gregg
Venable; on Rex Allen Jr. single and LP for
Snuff Garrett Productions.

At Conway Recording Studio in Hollywood,
CA, Dusty Springfield mixing up her latest LP
for 20th Century Records with producer/ar-
ranger Andre Fisher and engineer Howard
Steele.

At The Sound Castle in Los Angeles, CA, Juice
Newton is in mixing her new album for Capitol
Records with Richard Landis producing. Ed
Thacker engineering, Mitch Gibson assisting.
At Wizard Recording Studios in Hollywood,
CA, Bobby Columby is producing Avalen, for
Capitol Records, Jeremy Smith is the engineer,
Rich Bosworth, the second.

Recent activity at Salty Dog Recording, Van
Nuys, CA includes: Billy Preston in recording
tracks with Galen Senogles engineering and co-
producing with Ralph Benatar.

At the Pasha Music House, in Hollywood, CA,
Spencer Proffer and Billy Thorpe producing
Thorpe's new rock LP for Pasha/CBS with Duane
Baron engineering.

For CBS Television, Dalton Recorders in Santa
Monica, CA, pre-recorded the "People’s Choice
Awards,” produced by Allan Baumrucker for
Pierre-Cassette Productions. Dirk Dalton sweet-
ening at the studio the live material recorded by
Ed Greene.

At Britannia Studio in Hollywood, CA, Michael
Nesmith scoring his film “Adventures of Lyle
Swann" with engineer Larry Brown, assisted by
Russ Bracher and Marvin Clamme.

studio news

Sumet-Bernet Sound Studios in Dallas, TX, has
just completed the addition of Studio "D"—a
state-of-the-art computerized film mixing, post-
production facility with both 16mm and 35mm
capability equipped with the latest equipment
available in the industry.

Studio manager Joanne Georgio reports
Unique Recording in New York City, has just
taken delivery of a brand new fully automated
MCI TH-636 (32 x 24) console with 8 VCA

groups. This new addition complements their
MTR-90 24 track and Ampex ATR-100
machines, all with Dolby "A" noise reduction.

Studio manager Casey Bakker announced that
Holy Trax! Studios in Livonia, MI, has added
Russ Lang cabinets for their 80-8 and 35-2 B ma-
chines, a Tascam 122 production cassette
machine, ]JBL 4311's and a Neumann U-87. Sales
by Hy James of Ann Arbor.

Greg Hanks, well known in the New York-New
England area and throughout the industry as a
Audio Consultant has formed a new firm, New
York Technical Support, Ltd., specializing in
studio installation and service. Hanks arrived in
New York in 1978, having been Chief Engineer
at Heiders in Los Angeles. Prior to opening this
new company he was Service Manager at Audio-
techniques, Inc. in Manhattan. Current contracts
include film production and editing suites as well
as recording studios.

Cheshire Sound Studios, in Atlanta, GA, an-
nounces a major upgrading of the facility with the
opening of a second automated 24-track studio
"Studio 1", as well as the acquisition of a new MCI
JH-636 automated console and Ampex
MM-1200 24-track recorder for "Studio 2.” The
new room features an MCI JH-428B automated
console and Ampex MM-1100 24-track recorder
(with dbx).

Roxy Recorders in New York City announces the
installation of its 16 track Ampex MM-1000 with
remote and search-to-cue. Paul Blank of Omni-
sound, Lid. provided many moditications to the
machine. Roxy has also installed an Eventide 949
Harmonizer and a UREI 964 frames-per-second
metronome. Roxy will keep its Otari MX7800 on-
line for 8 track recording and for transfer of 1” 8
track to 2" 16 track.

Duchess Studios in Whittier, CA, announces the
addition of a large isolation room to house their
new Kawai 7'4” grand piano. Their recently re-
modeled control room features a new Amek
2000A VCA board and UREI monitors. The stu-
dio is being managed by Paul Svenson.

North Lake Sound in N. White Plains, N.Y., is
pleased to announce recent upgrading including
the addition of the Lexicon 224 digital reverb and
Linn Drum Computer.

In March, the Music Source in Seattle, WA
became the first studio in the country to test and
mix with the new AKG BX-25 ED reverberation
and digital delay system. Testing was done
through the cooperation of Ray Bloom and
Matrix Marketing of Seattle.

Lou DelLise Productions takes great pleasure in
announcing its’ recent move to the Alpha Inter-
national Recording complex, located in Phil-
adelphia, PA. Lou DeLise Productions is a full-
service audio production house which has served
the advertising, film, TV and radio community
with creative musical and spoken audio pro-
duction since 1976.

Studio Hawaii, in Honolulu, HI, recently pro-
moted engineer John Change to general mana-
ger and head engineer.

Michael Corkran has left the Maryland Center
for Public Broadcasting to head the Video De-
partment at Sheffield Recordings Ltd. in Balti-
more, MD.
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U DIOS COPE

by Stephen O'Hara

The record industry spends
millions of dollars each year on visual
design. Want proof? Try this brief ex-
periment the next time you're in your
favorite record shop.

Forget for the moment what
you went into the shop to buy and, in-
stead, flip through the albums in three
or four bins (this works best when each
bin is in a different musical category).
Do this quickly, looking at each cover
no longer than it takes to let the visual
image sink in. Now, take a quick look
around the shop, again spending only a
few seconds on any one image and
then moving along to the next. This
visual artillery —posters, banners, hang-
ing mobiles, life-size cardboard cut-outs
of current stars, neon light displays,
vinyl blow-ups and bubble-gum trading
cards—is sometimes compelling, often
silly and always expensive!

How expensive? By the time a
major label has hired a reputable
photographer and/or illustrator, studio
and assistants, procured props or
bussed the whole lot out to a location
(perhaps the middle of the Mohave
Desert or a mountain peak in Tibet),
catered the “shoot,” brought in the art
director, make-up designer, wardrobe
designer, hair designer, “design”
designer, stylist, and a host of other
necessary “creative” types, the budget
for a typical, tull-color album cover can
easily reach $10,000 and frequently
costs double that!

Of course, this is all pre-pro-
duction work. The actual printing and
manufacturing of the cover can cost the
record company as much as the record
pressing itself; sometimes more in the
case of a folding cover, one with a
special shape, fold-out booklet, free
poster or other promotional craziness.

The point is this; in eight years
of professional activity in the San Fran-
cisco Area as a recording engineer,
producer, arranger, player and occa-
sional record jacket designer, I have
seen all too many potentially successtul,
independently produced records fail to
sell even their initial production run
(often as few as 500 disks) simply be-
cause the packaging was so poorly
thought out or executed that even the
most forgiving record buyer would
pass it up, no matter how good the
music it contained.

Consider for a moment the
typical promotional budget devoted to
a new artist's release by a major record
company. Seldom is less than
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$500,000 spent on all phases of in-
troducing a new recorded product to
the public, including radio and TV ads,
posters and billboards, personal ap-
pearances and the like.

Now, unless you are fortunate
enough to be independently wealthy,

or have David Rockefeller for an uncle,
you or your group will probably be
lucky to escape the studio with your
bank accounts still intact, let alone with
a cool half-mil on hand with which to
package and promote your first record.
There is one thing you can count on
though—once you've managed to
place those first, precious handtuls of
disks in the local record outlet, it is
doubttul the cover photo your cousin
took with her brand new Nippontflex or
the cover art your brother-in-law so
generously “donated” and you felt
obligated to use, is going cut it when
shelved next to the newest Pat Benatar
release!

So, what to do? Look! Look at
what the big guns have done. Warners,
Columbia, A&M and the like have
spent many vyears, and millions of
dollars, determining what makes us go
into a store and come out with five al-
bums under our arm—one which we in-
tended to buy, and four we bought
cause they "looked” real hot!

Secondly, prioritize. Set aside
money early in the project to be used
later to package your product. It hap-
pens so often that all the cash has dryed
up in the studio/post-production pro-
cess before many artists even begin to
think about how the final product is
going to look. Groups spend thousands
of dollars producing a master tape, and
then scramble around in the eleventh
hour for a solution to their packaging
problem, unwilling to spend even a
hundred dollars for a professionally
done photograph!

“Where do I find good design/
photography/illustration, cheap? It's a
question I've heard a thousand times.
Quality work rarely comes at low
prices!| But, many areas are bristling
with talented and qualified designers, il-
lustrators and photographers aching to
break into the record jacket field, or ac-
tively involved in it. Most are willing to
work within your budgetary require-
ments—and the more ideas you can
come to them with, the less time they
have to spend and the less it costs you.
You'll find their names in the classifieds
of many local music publications, in the
yellow pages and (surprise!) on the
back covers of locally produced record
albums and singles.

How much will you have to
spend? Again, planning ahead can
save a lot—a simple, black and white
sleeve for a 7 inch disk can be photo-
graphed and the artwork completed for
as little as a couple hundred dollars. A
12 inch cover, just because of its sheer
size, is a bit more of a job and at least
$500 should be set aside to create an
effective black and white cover. Start
talking color, you start talking bucks!
Very effective two and three color
jackets can be designed for under a
grand, but as soon as you go to the full
color, much care, and thus time, needs
to be taken in planning the photo-
graphy and use of color in the final
design. Keep in mind that just the color
separations (the four, separate nega-
tives—one for each ink color—made
from your full color artwork or photo)
run $475 - $650 and more.

Whatever you spend, the ex-
pense is worth every penny when it
adds up to selling the record to an
otherwise disinterested, potential
record buyer who may never have
heard (or heard of) you or your group.
But something about the cover made it
worth the $6.98 to take it home and
spin the record that was inside—to see i
it lived up to the promises made
outside. [ |
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The PRO-FX System from Sequential Circuits is the industry’s first modular, expand-
able, rackmounted, completely programmable signal processing system that lets you:

@ Pick the combination of effects you want. Six are now available: Phase
Shifter, Distortion/Sustain, 4 x 2 Expandable Mixer, Parametric Equalizer,
Reverb, Transpose/Sync, and, coming soon, a Flanger/Doubler. Many
more modules will be available in the future.

@ Program 64 different combinations of control settings.
@ Step through preset sequences of programs with the footswitch.
® Activate program changes with a synchronized tape pulse.

@ Save sets of programs and program sequences on tape.

SYSTEM CONTROLLER =
a 5 6

3

PROGRAM SELECY
MEMORY SAVE

ERROA

TO TAPE FROM TAPE

MEMORY STATUS
MODEL
500 Mrae emmon
sowea r)r{()~{:x REALLOCATE
eOUENTIAL GICUR iNC

The Model 500 PRO-FX offers the flexibility and control of full
programmability with the convenience of modular rackmount
design. Each module is carefully crafted for studio quality low
noise and distortion specs. Every knob and switch on each
module is completely programmable, which allows com-
plex control settings to be stored and recalled instantly at
the touch of a switch. You no longer have to worry about
eproducing a particular effects setting in the studio or

on stage. Now you can consolidate all your effects and
mixing into one concise package, and have instant
control over complete sound changes while playing.

The Model 500 System Controller is a micro-com-
puter designed to store in memory 64 knob and
switch settings for up to 30 effects modules using
up to 3 expansion chassis. The System Control-

ler will also allow you to preset sequences of
program changes, actuated by the footswitch

(for live performance) or tape track (for play-
back/mixdown),

For more information, see your
dealer, or write Sequential Circuits,
3051 N. First St., San Jose, CA 95134
(408) 946-5240

Pro-FX

Another Industry First

from
SeOUsNGIAL
GiRCUIY iNC

the people you expect it from!

PHASE SHIFTER

Phase Shifter (Model 510) uses low-noise circuitry and a 4-stage phase shifting

network. Besides speed, depth, and range controls, the regeneration knob

controls the depth of the effect from very mild to intense. (External speed and
range switches allow pedal or voltage control of sweep and range.

Distortion (Model 512) allows independent variable control of sustain and
distortion, from completely clean sustain with no distortion to maximum
distortion with a minimum of sustain.

4 x 2 Expandable Mixer (Model 514) has four inputs with level and pan

controls. Maximum gain can be set from 20 to 40 dB via the internal trim-

mer on each input channel to accommodate both line and instrument
level signals.

Parametric Equalizer (Model 516) is a 2-band, fully parametric, over-

lapping range equalizer with switchable peaking or shelving opera-

tion; any number of these units can be placed in series to obtain as
many bands as required.

Reverb (Model 518) is a very smooth reverberation unit using a 6-
spring delay line and active limiting to eliminate spring side-
effects. This module also has a sophisticated EQ which sets

bandwidth and tone of reverb signal.

Transpose/Sync (Model 520) provides many synthesizer effects
for other instruments. It will track a note one or two octaves
below the original pitch as well as a separate note from an
octave below to an octave above. The upper voice can be
“hard synced” to the original voice or one octave below.
The upper voice can also have its pitch swept up ordown
by a sweep triggered on each new note; this gives the
“sweeping sync” tone used on many keyboard synthe-
sizers.
Coming soon - Flanger/Doubler (Model 522) an analog delay

in two ranges designed to cover both flanging and doubling
effects.
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PRODUCERS-DESK

by James Riordan
and David Schwartz

p—-—-—__'—"

W Pones Howe is a name
synonymous with the best in recorded
music. His twenty-six years in the
music business have contributed
greatly to the success of such artists as
The Fitth Dimension, The Association,
Elvis Presley, Jerry Lee Lewis, Tom
Waits, The Mamas and Papas and
many others. He is an industry
survivor with a brilliant sense of
objectivity, an instinctive musical ear,
and the courage to go for what is
good and what is right

Bones began his recording
industry career with L.A.'s legendary
Radio Recorders, after moving out
West from Georgia where he had
been drumming with a jazz band. His
musical talent combined with his
engineering aptitude to make him a
quick success in the L.A. studio
circuit.

He recalls those early days.
“When [ started, an engineer had to
do in a short time what now is
stretched out over many weeks. There
was no multitrack recording so you
mixed everything down to mono in
the studio instantly. There were
advantages in that you heard the
finished record right then. I it was
bad, you knew it... you didn't find out
six weeks later when you were
mixing.

"I had kept up my jazz
playing, mainly at nights in the studio
after my sessions, and [ had become
pretty well known among the jazz
musicians in L.A. at that time. This
experience helped my career along
and gave me a good insight into
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Bones Howe in L.A. Record Plant Truck #3.

producing as well as my engineering.

“One day Henry Mancini
came in and he was working on a
soundtrack for a television series
called Peter Gunn. Some of the jazz
musicians that Mancini was working
with had recommended me to
engineer the date, since he was going
for a jazz feel on the project.
Suddenly the thing became a big hit
and then everyone started asking for
me to engineer.”

apE—

bout his jump from engineer
to producer, Bones says, "1 was
engineering the Mamas and Papas,
and a lot of other acts, and doing
some co-producing, but I had never
really been responsible for a record.
Then in 1965, when [ was working at

United Western, these two guys who
had started a label called White Whale
came to me with a group called The
Crossfire and asked me to produce
them. I said that I'd be interested if |
liked the way they sounded. In these
days we were in the transition
between surf and folk rock. So I went
to see them and they were doing a
Bob Dylan song called It Ain't Me
Babe. | told them, 'It sounds like
what's going on right now, it's very
exciting. Let's go in and make a
record.” We went in and cut i,
renamed the group The Turtles and
had a top ten record.

“All of a sudden I found
myself producing The Turtles,
engineering Johnny Rivers and The
Mamas and Papas and playing drums

(continued on page 17)
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Even when your ears no tape-induced level varia-
can't tell the difference, your tions from one reel of 456 to
VU meters can. another or within a single reel.

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

rock-solid readout with virtually Ampex Tape.

AMPEX

Ampex Corporation « One of The Signal Companies@

4 out of 5 Professionals Master
on Ampex Tape:

Circle #007 on Reader Servite

The Needle Knows

A consistency that lets you
forget the tape and concen-
trate on the job.

Ampex Corporation, Magnetic Tape Division
401 Broadway, Redwood City, CA 94063
(415) 367-4463
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The magazine read by more industry

professionals for information,
communication and entertainment.
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| Subscribe to Mix

the recording industry’s lead-
ing source for information and
education. By subscribing to Mix
now, you not only have the conven-
ience of your own personal copy, but
you also save 25% of the single issue
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Bones Howe supervising sound for the 1982 Grammy Awards from the Record Plant remote truck.

(continued from page 14)

for the Grassroots. Actually the
Grassroots weren't really a group.
There had been a San Francisco band
called The Grassroots that had broken
up and the singers were putting their
vocals on some of P.F. Sloan’s demos.
The rhythm tracks were done by
some of the local session players and 1
was playing drums on some of the
stuff. I played on three or four of the
records that way.

“Then one day in 1966 I said
to myself, ‘Wait a minute. I can't go
on staying up 24 hours a day, being
a drummer in the morning for the
demo sessions, producing the Turtles
in the afternoon, and engineering the
late sessions for Lou Adler and The
Mamas and Papas. I'm going to die
doing this.’ So I decided that I was
just going to produce, and I split from
everything else [ was doing.

“Right about that time The
Association came to me and asked if [
would engineer their next album. [
said 'No' but I would be happy to
produce it. They said ‘OK’ and we did
the album that had Windy and Never
My Love on it. I did more and more
producing but it wasn't until 1969
when [ produced Aquarius/Let the
Sun Shine In, with the Fifth
Dimension that people really began
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treating me like I was a producer. 1
guess it just takes a certain amount of
time to establish a reputation.”

Although he downplays his
role, Howe is one of the key figures
involved with the Grammy Awards.
“I'm the Sound Consultant for the
Recording Academy, which means
tha: I end up in the truck mixing the
shcw. The music acts on the show are
done live, no lipsynching, and we mix
32 inputs live to mono for the TV
broadcast. It's one intense week of
rehearsal leading up to two hours of
panic. But [ really enjoy it.

“Also I'm involved with the
TV Committee which consults with the
producers of the show concerning
which artists are performing and
presenting awards, and making sure
that someone like Farrah Fawcett isn't
presenting an R&B award. [ guess I'm
kind of a liasor: between the show
producer, the artists on the show and
the Academy. 1 represent the recorc
business in general and it gives me a
good perspective on the whole
event.”

—

ones offers practical advice
for those trying to break into the
engineering field. "Take any job you
can find that is professional enough to

be really working in the business...
inside the studio as a hustler, a set-up
guy, sweeping up the studio, doing
tape dubs for a publishing company.
Once you're in the business, it's very
easy to move around to other jobs. |
would say not to try for the job of
your dreams first time out, because,
you're going to fall short. I started as
an apprentice, doing Armed Forces
Radio Service work. It had nothing to
do with producing hit records, just
having a job and getting paid every
week. Ask anybody in the business
who's made it big and they all started
the same way... at the bottom. People
who say they're going to be a
millionaire by 30, and don't make it,
tend’ to get disappointed and give

up.

Bones has strong feelings
about what's wrong with the music
business these days, beginning with
the attitudes of the record companies.
"The record companies today are run
mainly by lawyers and accountants,
and those people are not known for
their musical instincts. The fact is,
without the musical instincts, you're
sunk. You need both kinds of
people—the ones who know how to
make deals and package and sell, and
you need those who can go out and
find something to sell... people with
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that musical instinct who can
recognize and develop the talent.
There are classic combinations of
these people, like Herb Alpert and
Jerry Moss, who illustrate how both
can be done well. Right now we seem
to only have the people who know
how to sell, and we're lacking people
to find that new thing to sell. There's
no trend right now—no disco, no
punk... the labels are lost and they
don't know what to sign. There's this
funny saying in the music business
that has come home to roost this year.
The saying goes that it you are in
A&R, you'll be right 90% of the time
if you say ‘No' 100% of the time. So
there's nothing happening now
because everybody seems to be
playing the percentages.

“Another thing wrong with
the music business is that everybody
thinks that the minute you get four
people together who can play a tune,
you should make a record. It's really
gotten absurd. There's a lot of
satisfaction and fun in just playing
music and the competition to record
shouldn't be such a big thing. There's
more to it than that; making a record
is not what music is all about.”

—

ccording to 49 year old
Howe, one of the keys to coping with
life in the music industry fast lane is to
keep a realistic outlook. "It's a cycle,
and you have to see it that way or
you can go crazy. The top is only a
momentary thing; nobody stays on
top forever. The first thing I did with a
new girls group that I am producing
was to tell them that a lot of time can
pass between the day that we sign a
contract and the day that they can
hold the finished album in their hands.
Maybe it'll be a year or more, and so
they have to be committed to staying
with this group for that length of time.
If they aren't willing to make that kind
of committment [ suggest that they
forget the whole thing.”

Bones Howe has given a
great deal of thought to the bond
between the artist and producer. In
fact, he has lectured at the Sherwood
Qaks Experimental College on the
topic of ‘'The Psychodynamics of the
Producer/Artist Relationship.” He
compares it to a marriage, but to the
kind that can never work because the
expectations are beyond the reality.
“Every relationship that a producer
has with an artist is terminal; at some
point it is going to end. Because ]
realize that, I have had long
relationships with every artist [ have
produced: The Fifth Dimension for
seven years, Tom Waits for eight
years. Waits and | ended again this
year... we've broken up twice before.

He wanted to have so much control
over his records that it came down to
us realizing that [ would rather be his
friend than his producer. And it's not
as though he can't do it without me.
But I'm around and if he wants me to
work on his album five years from
now, he'll call me up and I'll work
with him.”

Among the greatest joys in
Howe's career are his three children's
involvement in the music business.
"My son Geoff just engineered Irene
Cara's album and works on video
projects. He started at 16 working as
my second engineer and now lives in
New York and does independent
engineering and audio consulting for
HBO. My daughter Erica works with
K-Tel's Publishing Division as John
Lombardo's assistant. My other
daughter, Kathy, works at AGM
Records in Creative Services and is
studying to be a studio singer. It's a
great satisfaction for me to see my
children enjoying this business as
much as | have.”

—

hile many people see the

music business today as a dinosaur in
it's final days, Bones sees it instead as
a time of opportunity. “It's a business
of survivors. If you're in business
today and you're still in business a
year from now, then you are a
survivor... because times are tough
right now. The bright side of it is that
now is the time that you've been
waiting for to clean up the patch bay,
or put down that new floor in Studio
B, or paint the hallway. All of those
things that you've put oft because you
couldn't afford the time... well, now
maybe you've got the ime. And get
the staff to work doing a little
soldering here, some painting there,
it's a good change of pace and it can
be fun. Don't panic because the studio
is sitting empty. The business will turn
back up again, and when it does, it
will go to the people who are ready
for it—the people who have their act
together. If you've got dead weight on
y;)ur payroll, now’s the time to get rid
of it.

“Chris Stone at the Record
Plant is a good example of someone
who doesn't look back. He keeps his
people busy building and expanding
the operation, doing new projects with
the future in mind. If you get through
the next two years, you'll be doing
great, better than you have ever
done, with a solid clientele that you
can rely on. Because that is what
these times are all about. All of those
people who jumped into the business
in the seventies just to make a fast
buck when things were hot are going
to disappear.”
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Time Is On Our Side

8X.32 L " ' . There was a time when you had to
4 » mortgage your lite to own a Digital
Reverberation Unit — Those days are
gone. The URSA MAJOR 8X-32 teatures:
8 basic programs, —
32 registers,
an RS 232 interface, non-volatile memory, complete parameter controls, and an
optional remote. In short, the 8X-32 will simulate any acoustic environment from
a tile bathroom to the Taj Mahal and it costs thousands of dollars less than the
competition. Call or write Bananas for a demonstration.

When it comes to etfects, the Deltal.ab DL-4 and DL-5 are at the top of our list.
The DL-4 teatures 512MS delay at full band width with no degradation. No longer
do you have to trade off audio quality for long delay time. The DL-4 features:
2.5 seconds delay with optional memory module, Flanging/Doubling/Chorusing/
Echo, optional tootswitch control of effects, 90dB min. Dynamic Range, and limited
2 year warranty.

8X-32 remote

The DL-5
HARMONICOMPUTER s
a high quality pitch-shitting
processor which uses

= S | e (1 Deltalab’s advanced
encoding system coupled with special multiplying and multiplexing techniques. The DL-5 totally
eliminates the typical splice-glitch. The result is a clean sounding harmonizing unit that is not plagued
with unnecessary side eftects. The DL-5 features: tull two octave operation — one octave higher and
one octave lower, simplitied

keyboard style operation,
state-ot-the-art digital encoding
technique maintains

maximum bandwidth,

VCO provides vibrato

ettects, 90dB minimum;

95dB typical Dynamic Range.

/ Audio/Musical Company

802 Fourth Street (4th & Lincoln), San Rafael (415) 457-7600
Hours: 11-6:30 Tuesday -Friday, 11-5 Saturday & Monday
Closed Sunday
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by George Petersen

Iis past year has shown major changes
in the mobile recording industry. Many
companies have realized the lucrative offerings of
the television, motion picture, cabie, and
videodisk industries, and have equipped their
remote trucks with synchronization gear. TV and
film producers have become educated and
enlightened to the financial and artistic
advantages of quality multitrack sound.
Consumers and the general public, having tasted
stereo television through live-satellite simulcasts,
are now iooking forward to the advent of stereo
home VCR's and multtrack network TV
broadcasting. The effect of video and film on the

mobile recording industry over the past few years
cannot be underestimated.

Even more important than the audio/
video fusion movement is the fact that neither
recording artists nor the record buying public will
tolerate poor quality live recordings. Gone are
the days when a live performance album would
sell in spite of mediocre sound.

Today’s mobile trucks offer state-of-the-
art recording gear with sound comparable to, if
not better than, many land-based studios. Rolling
24 track control rooms are commonplace, and
many mobile companies have 46 track
interlocked systems available. The roadworthiness
of digital recorders has improved markedly over
the past few years, and a number of companies
now have remote digital trucks.

oy A
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PHIL EDWARDS RECORDING
(PER)

The PER remote truck was
built in 1973 to provide mobile and
in-house production facilities for
Creedence Clearwater Revival The
unit was used to document concert
tours, and when stored at its Berkeley
warehouse home, became the control
area for "Cosmo's Factory.”

In that same year the truck
was used by Concord lazz Records
for their firs* live disk, the classic Joe
Pass'Herb Ellis Seven Come Eleven
album. That project marked engineer
Phil Edwards’ first exposure to the
truck, whict he later ourchased in
1978.

(continued on page 24}

Phil Edwards Recording Truck
formerly in service tc Creedence
Clearwater Revival.
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Unitel’s

Odyssey 1

by Mia Amato

“State-of-the-art from the
ground up.”

That's how Al Geisler of Unitel
describes the Odyssey I, his
company’s new audio/video
production mobile unit. A huge studio
on wheels, Odyssey | not only
handles ten-camera videc shoots with
ease, it can accommodate multi-track
recording for an entire symphony
orchestra. Truly a truck of the future,
Odyssey [ is the first video mobile unit
to incorporate, “expandable” floor
design.

Unitel owns severa: smaller
mobile units but began the
development of its new rig with large-
scale video productions in mind. In
their early development stages, the
company acquired a new client,
Lincoln Center, whose opera and
concert telecasts nave been a
mainstay of public television for nearly
a decade.

“We invited their input and they
helped us with the design
philosophy,” Geisler says "For us,
Live From Lincoln Center was the
ultimate in prestige assignments. From
the beginning our thought was to get
the very best equipment—the ultimate
switcher, the best cameras, the best
one-inch tape machines,” he adds.
The final price tag of two and a halt
million dollars reflects, he says, "no
compromises.”

Gerstenslager, the Ohio firm
that provides video trucks for the
television networks, built the 45-foot
tractor trailer body. To accomodate

the large production stafi comfortably,
most major equipment is bolted to the
truck ked and up against :he walls.
Dcors were cut in the sides of the
‘ruck, 50 access to the back of the
equipment racks for maintenance can
be dore from the cutside.

One of the biggest problems in
mobile video production is the
cramped, claustrophcric feeling that
results when twenty or more
people—are working in an enclosed
space for several hours of a shoot. If
the program is being "live switched,”
that is, fed to a live transmission or
one master tape with no chanee of a
seconc “take,” the tensicn mounts
aven more.

rlimination of the maintenance
“ailevs” between equipment racks and
external storage solved some of the
spaca problems. The Uritel engineers
decided to make one side of the truck
“expandable” to cr=ate more space in
the area of the switchirig console. so
ore side of the truck folds outward
orto a platform. When tully extended,
the control room area is 21 feet wide.

"Right off, we've got tifty
percent more space!” enthused
Geisler, "The engineers lave it. ..
everybody just loves it."”

We do most of our work in
cities like New York, where there's not
much room tc spare.” In Manhattan,
the Odyssey 1 is usually parked out-
side of a building and the extended
portion sticks out cver the curb onto
the sidewalk.

The video equipment within is
studio quality. The control console is a
Grass Valley 300-3 production

Part of the spacious videotape area
in Unitel Video’s Odyssey 1 state-of-
the-art remote unit with its 4 Ampex
VPR-2B 1” type "C” recorders and
production monitors.

switcher with 24 video inputs; a Grass
Valley Mark II digital effects generator
provides for sophisticated transisitions
and special effects. Recording is done
on four Ampex VPR-2B machines, the
latest generation of one-inch type "C’
videotape recorders.

For live-on-tape productions,
Unitel offers a switchable iso feed.
While main shots are being fed into
the main VTR, any other
camera—perhaps one focusing on a
wide shot or a crowd shot—can be
fed into a separate iso (for “isolated”)
recorder. That material can later be
edited into the final video mix.

The video cameras used are all
Ikegami. There are four HL 79DAL,
top-of-the-line portable units which
color-balance automatically. There are
six HK 312-E cameras, larger units
which are placed on tripods and not
hand-held. All the cameras use triax
cables which allows them to operate
up to 8,000 feet away from the
control truck.

The extensive audio setup
features a customized Audiotronics
console with 32 inputs, with two
Sphere 16-input submixers, for a total
of 60 inputs, mic or line level. The
mixer has 24 outputs, and built in
equalizers. There are also external
dbx equalizers and limiters. 2-track
audio recorders receive the final mix.
(Most programs are mixed down to
two tracks for stereo simulcast or for
placement on the two separate audio
channels available on one-inch
tapestock). All recordings are time-
coded.

Live From Lincoln Center,
broadcast live by satellite to public TV
stations around the country with a
stereo radio simulcast, illustrates the
challenges encountered by the
Odyssey . For one thing, the cameras
must be unobtrusive so that the
audience, which has paid a
considerable sum for its opera tickets,
will not be disturbed. Lighting levels
(often a problem in video) must also
be subdued. "When telecasting from
the Met, we keep the light levels as
low as possible while still maintaining
color balance,” Gil Wechsler, the
Metropolitan Opera’s lighting director,
commented. He and Johy Leahy, the
Met's technical production consultant,
worked with Unitel to find a way to
assure the accurate representation of
costumes, sets and skin tones in less-
than-perfect lighting conditions. Their
solution was to station the video color-
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(continued from page 21)

balancing engineer within the theatre,
instead of outside in the main truck.
This enables the engineer to see the
actual colors while matching cameras
on the monitor and through the signal
eguipment.

Odyssey | has been involved in
several cable programs, including a
live Frank Zappa concert produced
by Boggs-Baker Productions for
Warmer's MTV Music Channel and
upcoming Wayne Newton special.
McEneny says it's hard to say

Unitel's Odyssey 1 partially extended
for use. Roof section falls into place
when vehicle is fully expanded.

involved, how many days, if it's a
one-shot deal or a series.”

A producer using the truck can
bring his own video crew, or use
technicians from Unitel's own staff.
"We prefer to keep our own technical
director and tape operators so we
have some control over the quality,”
McEneny says. His staff will also
arrange to subcontract construction
and catering and may offer the
company'’s own post-production
facility as part of a package deal.

This season musical
programming has filled up most of
Odyssey ['s time schedule, as Live
From Lincoln Center scheduling
makes way for In Performance at the
White House. The regularly scheduled
trips to Washington, D.C. for this
public TV series foreshadow even
longer journeys for the Odyssey from
its New York home base.

"We built it for long range

travel. It can go anywhere.” glows
Geisler, “lts obvious advantage is as
simple as this: instead of two trucks
pulling up to a job, you've got one.” W

According to Phil McEneny, VP
of sales and marketing for Unitel,
production for cable television figures
largely in the company’s future.

exactly how much a ten-camera
Cdyssey shoot costs, "because every
job we do is bid separately. It
depends how many units are

criteria recording studios

is still pulling new tricks out of their hat

and here’s Criteria’'s “New™ Mobile One
e MCI JHB00 console with 48 inputs
® 54 line in/out splitter & snake system
o 2-MCI 24 Track recorders
¢ MCI JH-45 S.M.P.T.E. synchronizer
* Dolby & D.B.X. noise reduction
e 2-MCI digital recorders
e URE! TA811 monitor speakers
e DBX limiters & noisegates
¢ Clear com. communications system
o Close circuit color T.V. monitor
® Lexicon 224 digital reverb
® 6 K.W. on board generator

Soon to be revealed is our new East Wing, featuring a
studio “extraordinaire”, private living rooms. a "new’
super comfortable computerized mastering suite and
even a tropical watertall

There's no end to our magic . . .

criteria recording studios
1755 NE 149 Street / Miami, Florida 33181 / (305) 947-5611
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PROFESSIONAL AUDIO/VIDEDSO DIVISION

“Right OnThe Money!”

Harvey presents the Soundcraft SCM762
24-Track with nine position autolocator.

16 Track from $19,050.
24 Track from $21,250.

The true job of any pro sound dealer is to help you find

. the equipment that is exactly right for your needs. Harvey thinks

Sowail)| Soundcraft may be just that kind of equipment. Designed to

) eliminate costly manufacturing methods, Soundcraft equipment

nonetheless preserves every last ounce of the sound quality

and reliability you demand in your operation. Offering outstanding specs, ready user and

service access and rock-solid construction make the SCM782-24 the right machine at the
right price from the right dealer. Harvey.

ANV ENY
| 1:800:223-26.42

25 W. 45th St., NEW YORK, N.Y. 10036 (212) 921-5920
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(continued from page 20)

The PER remote unit has
since been upgraded several times. It
now houses twin multitrack recorders,
video monitoring, transformer mic-
splitting, and a DeMedio designed
API console which features separate
guad and stereo monitor mixes, a
usetul function while doing
simultaneous broadcast and multitrack
recording.

The truck most recently
provided audio facilities for the newly-
conceived San Francisco International
Jazz Festival. This event required
three multitrack machines, to cover
two stages simultaneously, and stereo
and mono feeds for live broadcasting,
tape recording, and a live stereo
satellite link to Japan.

BODACIOUS AUDIO

Bodacious Audio, of San
Mateo, CA, is the first company to
bring mobile digital recording to
Northern California. Their remote
truck has been extensively involved in
radio broadcasting, and their credits
include the Bay Area Music Awards
(Bammies), for the past two years, as
well as having engineered live-to-

Interior of Bodacious truck equipped for 2 track digital recording.

digital radio shows. Herb Pallant, Vice
President of the firm, says that
Bodacious Audio now offers their
clients the Ampex ATR-100 2 inch,
two-track mastering system as well.
The original concept was to
incorporate high quality analog using
the Ampex machine with provisions to

go digital as soon as it could provide
the reliability and performance
required. Bodacious has now
incorporated the Sony Digital
Mastering System PCM-10. "“The
PCM-10 is one of the best kept
industry secrets. No digital system is
(continued on page 26)
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What has 18 wheels and 46 tracks?

Reelsound’s new tractor trailer mobile unit. We’ll be truck’n by the sum-
mer. Wherever you go we can be there with all the latest equipment to
produce the highest quality sound. Our new Sierra/Hidley designed studio
will be equipped with MCI 600 automated series console, two MCI 24 tape
machines, MCI half-inch and quarter-inch 2 tracks and an overdub room.
Outboard equipment includes Urie, dbx, and Valley People limiters and
processing units, DL-1, Space Station, Ursa Major 8 x 32 digital reverb
and a complete collection of microphones. We’re equipped with a SMPTE
system for video sweetening and interlocking of multitracts. All of which
means we're gearing for the best possible concert and TV production sounds.

UNTIL THEN . ..

We're still rolling on our old wheels. The same experienced team with 12
years of know how. Ask some of the people we’ve worked with for our
golden and platinum results: Ted Nugent, Carole King, Journey, Tom
Petty, Genesis, Joe Ely, Bee Gees, Willie Nelson, Frankie Beverly and
Maze, QuarterFlash, and Christopher Cross.

For more information

contact Malcolm H. Harper

at (512) 472-3325 or (512) 282-0713.
P.O. Box 280 Manchaca, Texas 78652
(Located near Austin)

Circle #012 on Reader Servica Card

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.
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Artisan’s
Peter Yianilos

by Scott R. Benarde

Deter Vianilos' secret, deep-down desire is to take
center stage in concert halls in Everytown, U.S.A., and make
the eiectric guitar cradled in his arms, sing, whisper and cry
the melodies in his mind. But perfoming will have to wait. For
now, the 26-year old president of Artisan Recorders, Inc.,
travels throughout the country in his remote recording unit,
recording the concert sounds of everybody from the Fort
Lauderdale Symphony Orchestra to Heart to Al Jarreau.

During the five years Yianilos has been in the mobi'e
recording business, he has been awarded seven gold and
platinum records for recording best-selling alburns.

Yianilos chatted about the joys and pitfalls of remote
recording just before heading his remote unit to north Florida
to record an Allman Brathers concert:

Why did you chose to build a remote unit? I love to drive
and I love the excitement of live performances. With a mobi.e
studio, I could do what [ love to do—travel and record live
perfcrmances.

What kind of vehicle did you buy and what design did
you use? The unit is a 27-foot, seven-ton GMC motor home.
The design was my own. I'd never seen the inside of a remote
before that. It was three years after [ built mine that [ finally
saw another one. Everything I do is like that. [ dive in over my
head, then teach myself.

Speaking of equipment, what do you use inside your mo-

PHOTO. ROBERT AZMITIA

Peter Yianilos, designer and builder of Artisan, getting
down some of his own tracks.

bile unit? The heart of the truck is two 24-track MClI tape re-
corders which I built from scratch. I put hundreds of hours
into each machine to achieve a more durable machine to hold
up to the tortures of the road.

The truck also has one stereo recorder for mixdowns,
three Technics cassette recorders, 24-channel Dolby-A noise
reduction, and an MCI JH-400 mixing console. And we just
bought new UREI 811A speakers, the first ones in Florida.
We also use an Eventide Harmonizer and Kepex and Gain
Brain outboard devices.

Is there any particular reason for using that equipment?
We use MCI equipment because of my experience as a de-
signer at MCI, and also because I can fix anything in the truck
in a matter of minutes. The rest of the equipment is used be-
cause through years of experimentation ['ve found it to be the
best for the needed applications.

How large is your road crew? Two or three people, includ-
ing myself, depending on the scope of the job. A stereo mik-
ing of a symphony involves less than a 40 microphone set-up
for a TV special.

What are the special problems you face as a remote re-
cording engineer? It boils down to one thing: time. Within an
average of 12 to 14 hours we have to come in and establish a
personal rapport and work towards an intense goal with peo-
ple we've never met. We don't have days. 1 feel rap-
port—getting along with the band, the group manager, stage
manager, roadies—is essential. That's now easy. We're not
usually making their jobs easier. We really disturb the flow of
a tour even though it's for a good cause.

What are some other problems you face? Because we are
an accessory to a long tour for perhaps a week at most, we
may not be included in the original planning stages. Last
minute planning and communication may result in details
being over-looked. For instance, quite a few times we have
done live remotes without the benefit of a sound check, and
several times the artists themselves have been totally unaware
of our presence.

How much of a problem is the actual traveling to a gig?
The travel time between dates means you don't sleep some-
times. When you have an eight-hour estimated travel time,
you allocate ten in case of a flat tire or other problems. Time is
our biggest worry. We're always in a hurry.

What are some of the high points in your remote record-
ing career? One of the highest points in my life was working
with producer George Martin recording a high school march-
ing band for a three-minute song for the film “"Honky Tonk
Freeway.”

He's a perfect gentleman, the most pleasant person
I've ever worked with. He's a total optimist. During an eight-
hour day he gave me the benetit of the doubt and helped me
grow. He didn't have to make any concessions to anybody.
He thanked me for the quality of my work. That'’s like your
mother telling you she loves you.

Do you have any words of wisdom for remote recording
engineers? Yes. Keep your mind and ears wide open. This is
an artistic field we're involved in and we can't regard our-
selves as merely technicians. You've got to be an artist when
sitting at the console.

Be sympathetic to the artist. Get on the same train of
thought. That way you decrease your work by 30 percent. It
happens on the third take instead of the ninth. Put yourself in
the artist's shoes. Don't forget the emotional pitfalls and peaks
an artist has. That's something I don't think you'll read in any
teaching manuals.
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Left: Interior of Recording Connec-
tion’s Roadmaster II 40 foot Silver
Eagle bus.

operates a two-studio recording
! facility in Beachwood, Ohio
oy » L v {Cleveland area). Thef remote unit, a
> I e il : : 40 Silver Eagle bus, features a
\‘\\\\\\\\\\\\“ o — 2 E Soundcraft Series 3B 32 in/24 out
\\\\\\\\ L LR e » | console, and an MCI JH-24
w2 transtormerless two-inch 24 track

J machine.

The Kinks' gold album, One
For The Road, was recorded live by
the Roadmaster II on location in
Providence, Rhode Island. Any live
albums recorded by Arista Records in
the midwest are also recorded by the
bus, which is similarly used by NBC
who use the Roadmaster II as the
official remote recording leg for their
(continued from page 24) digital classical recotr};:lmgs to full "The Source” radio news programs.
perfect, but many people prefer this blown mu:dov;rn}fesgl *auxﬂxiry
system to analog, and it has never let SRl ZyLads oeti inio eac

us down,” says David Haynes, Chief channel. THE RECORD PLANT

Enginlfleer and President of BofcllaciousA };['he New Yc};)rkl)(el;ecl':lordBIl)laﬁt's
"We have been using a modified Sunn new mobile unit, du the "Blac
console and recently have been THE RECORDING Truck,” was custom designed and
experimenting with a Harrison “Alive” CONNECTION fited on a 900 cubic inch turbo
console. A most important The Roadmaster Il is the charged Peterbilt tractor to provide
consideration is the flexibility to do mobile recording arm-of The speed and reliability in getting from
everything from two mike direct-to- Recording Connection, which also concert to concert. The New York

(continued on page 28)

JVIORE MUSIC ‘PER >, MILE

For 10 years and more miles than we can
remember, PER has provided some of to-
day’s most prominent artists and producers
with the very best in remote recording serv-
ices. Besides every part of Northern
California, our customers have called us to
places like Montreux, Switzerland, Chi-
cago, Washington, D.C. and Los Angeles.
We've done festivals, albums, broadcast
and video remotes —you name it.

We Fave the experience, the people, and
the equipment to get you what every per-
former needs when he’s on the road: More
music per mile. Call today for more
information.

Credits. Concord, Monterey, KJAZ Jazz Festivals; Mel Torme,
George Shearing, Willie Nelson, Stan Getz, Dave Brubeck,
Walter Hawkins, Dexter Gordon, Jefferson Starship; video

RECORDS ® BROADCAST e VIDEO shoots tor HBO, KPIX, KQED, Jet Danger Records; live remotes

at fiieat American Music Hall, Dante’s, Keystone Korner

» PHIL EDWARDS RECORDING
1338 Mission St., San Francisco, CA 94103

(415) 861-4439
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POWER. PRECISION.

Build yourself a stronger reputation by selecting the
unique flexibility and professional performance of two
new Crown power amps: the PS-400 or the PS-200.

Choose only the special, low-cost options you need:
plug-in balanced input, active or passive; 70-volt trans-
former; dual fans. Install them easily, quickly, anytime, in
any combination — thanks to the fresh, innovative design
of these amps.

Built-in features make these amps the first choice of
professionals: instant mono/stereo conversion, terminal
strip connectors plus phone jacks, IOC™ and signal-
present indicators, low-frequency protection, and much
more.

Select the power level you need. For full-time, reliable
performance, both amps are built in the best Crown tra-
dition. PS-200 rated (FTC) at 135 watts per channel into

PS-200

4 ohms, PS-400 at 260. Mono ratings into 8 ohms are
270 watts (PS-200) and 520 (PS-400).

Introduce yourself to the new Crown MULTI-MODE™
output circuit, a new, three-deep design that eliminates
audible distortion, and introduces a degree of precision
sound reproduction that will delight performers and
audiences.

Complete information on specifications and prices, for
the amps and the optional accessories, is now available
from Crown. For quick action, simply fill in the blanks be-
low and send this comer of the ad to Crown.

Name
Address -
City State

@crown.

...WHEN YOU’'RE READY FOR REAL! PS-400
1718 W. Mishawaka Rd., Elkhart, IN 46517, (219) 294-5571
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(continued from page 26)

City-based Black Truck is equipped
with an API custom mixing console,
and twin Ampex MM 1200 24 track
recorders. The console is designed to
handle up to 88 mike lines with as
many as 44 ouiputs.

The busy Record Plant
remote units have already this year
worked on projects for The Cars,
Tammy Wynette, and Blue Oyster
Cult, as well as television specials for
Buddy Rich, Wayne Newton, and Al
Dimeola.

REELSOUND RECORDING

As reported in last month's
issue of Mix, the Reelsound Recording
mobile unit is quite active and
Malcolm Harper, owner of the
Manchaca, Texas company, is now in
the process of building a second
mobile unit. Their original unit is
contained in a 1948 Flxible road bus.
This black metallic six-wheeler houses
two MCI 24 track recorders, a MCI
428LM console, over 40
microphones, and a plethora of
outboard equipment.

The new truck will be housed
in a 42 foot trailer-van and is
scheduled for completion this summer.

ROADWAY RECORDERS

Roadway Recorders, of
Livingston, New Jersey, has
established itselt as a leader in
diversified live recording.
Diversification of projects is a key
here, as their past clients have ranged
from The Talking Heads to
engineering Pope John Paul II's
album. One of their recent recordings
was HBO's Sherlock Holmes, starring
Frank Langella, which was taped at
the Williamstown (MA) Theatre
Festival and was aired last November.

28
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Left: Action Position at Roadway
Recorders.

In the past, the Roadway
remote truck has done live feeds for
Guy Lombardo’s New Year's Eve at
the Waldorf Astoria. This particular
job required 85 microphone inputs
and three separate mixing consoles.

Roadway President Richard
Dior is confident that video is
becoming a major force in remote
recording. "We at Roadway have
gone above and beyond albums over
the years. Video will dominate the
80’'s and Roadway will be dominating
audio recording for television and
cable on the East Coast.” [ ]

Following is a list of remote recording operations that re-
sponded to our survey, some of them being so good as to supply
additional information on their operations. We urge any remote
recorders that we might have missed to get in touch with us so
that we can include them in the next survey.

REMOTE RECORDING OPERATIONS

SOUTHERN
CALIFORNIA

ALL STAR SOUND & RECORDING

1070 E. Front St. #1, Ventura, CA 93001
(805) 653-6661

Contact: Eab Spittle

BEST AUDIO

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

Contact: Beb Huntley, Bob Estrin

ENACTRON STUDIOS OF CALIFORNIA, INC.

5102 Vineland Ave., N. Hollywood, CA 91601

(213) 7610511

Contact: Stuart Taylor

Equipment: 40" truck; isolation booth; close circut video monutor;
Neve console; 24 track machine; Klipsch monitors; on board
echo

Services Available: A full service recording company speciahz
ing n temporary full studio installabons and on location hve
recording The Enactron truck elimimnates the usual problems of
mobile/location recording and generates all sorts of new pos-
sibihties for all recording, television and film projects Credits
{remote reccrding for film) Star is Born, Last Waltz, The Rose,
Honeysuckle Rose; Credits (remote albums): Bonme Rait, Leon
Russell, Amazing Rhythm Aces, immy Buffett, Emmy Lou Harns,
Joe Walsh, Jan Fogelberg, and many more; Albums recorded in
truck W:lhe Nelson “Stardust”, Emmy Lou (albums 1 thru 5),
Anne Murray, Rosanne Cash, Albert Lee, Johnny Cash

FILAMENT PRO AUDIO

143 E. Arrow Hwy., San Dimas, CA 91773
(213) 339-0081, (714) 592.2848

Contact: Frank Oppenstein

WALLY HEIDER RECORDING

1604 No. Cahuenga, Hollywood, CA 90028
(213) 466-5474

Contact: Mathew Vertin

Equi t: Multiple trucks with vaned audio configurations
Consoles' custom API 40 x 24. custom AP 32 x 24, Auditronuics
S01 28 x 24 Tape Machines: Ampex MM1200, 24-16.8 track.
Ampex ATR 104-102, Ampex 440. Monitors: custom Altec 604F.
w/Mastering Lab crossovers; BTX, EECO, Gray SMPTE; over
500 microphones including wireless; Dolby, dbx noise reduction,
EMT 140, BX-10 reverb, Sony 17" & 19" color morutors, Monitor
Amps: Mcintosh 2105; 200 pieces of outhoard equipment, both
FET and tube.
Services Available: Wally Heider Recording offers 7 recording
studios capable of all post-production needs including scoring
wipicture to 35mm mag or video plus 9 hve echo chambers and
one of the largest tube microphone inventories in the world
Credits include. Academy Awards, Emmy Awards, Grammy
Awards, Don Kirshner Rock Concerts, Fagles Live, Bette Midler's
hnxed,” "Roadie,” plus many more ! A T.SE. local #695
signatory

JAMES B. LANSING SOUND, INC.

8500 Balboa Blvd., Northridge, CA 91329
(213) 893-8411

Contact: Ronald H Means

LOCATION RECORDING

2201 West Burbank Blvd., Burbank, CA 91506
(213) 849-1321

Contact: Steve Guy

PHUSION

P.O. Box 7981, Newport Beach, CA 92660
(714) 751-6670

Contact: Mark Paul

TIM PINCH RECORDING

6600 San Fernando Rd., Glendale, CA 91201

(213) 507-9537

Contact: Tim Pinch

Equipment: Spectra Sonics 28 x 24 console modified specifically
for remote recording, including n ine monitonng, Altec 604-E’s
with Mastering Labs x overs; 1176 and dbx 160 hmuters, Kepexes
and Gain Brains; Ampex MM1200 24 track, Ampex 440 2 track;
Jensen sphtter X.frmrs in snake, 16" x 8 x 8 control room, air con
dihiorung, video monitoring, etc

Services Available: We specialize in hive audio tor television
specials, for example The Jacksons at the Forum, Merle Haggard
at Anaheim Stadium, The American Music Awards, A Day in the
Country at the Rosebowl, Tom Johnston at the Country Club,
Englebert Humperdink tn Las Vegas, Alce Cooper, Go Go's,
Amenca, etc In addihon, hve albums such as Al DiMeola, John
Mcl.aughlin, Paco Del.ucia—Fnday Night in San Francisco, Bud
dy Miles, Merle Haggard, The Pohce, Devo, etx Plus we have a
complete 24 track studio for video post-production, mixing live
albums, reqular album production, etc
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An Upper Class Famiily . ..
At Middle Class Prices

A Patch 32 Patchbay — /4 inch front
pancl, normaled top to bottom
(normals can be snipped), back

pancl options: all 1/4 inch,
all RCA, or half ot cach. The Bay
is not balanced.

At Bananas we've come to equate the name Symetrix
with value. Their products are consistently good

and reasonably priced. So if you're looking
for straighttorward, cost cffective
cquipment, check out the
Symetrix tamily.
We'll be happy
to send you
more
into.

CL 501 —Independent Peak
& RMS Compression &
Limiting in onc chassis.

Fully balanced,
couples for
stereo.

TL-101
Hybrid
Phone
Interface-
Built in
expander &
E.Q.. couples
tor conterencing,.

High performance at a
fraction of the cosl
of the competition

A-220—20 walts
per channel drives all
phones & small monitors.

SE 400 Equalizer —
High grade, low cost,
reciprocal parametric,
optional transtormer,
balancing,.
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The Record Plant

Los Angeles, CA
THE RECORD PLANT
8456 West 3rd St., Los Angeles, CA 90048
(213) 653-0240
Contact: Gale Sacks
Services Available Record Plant Remates hrst voyage was the
Conrert for Bargladesh in 197] Now on the West Coast, we
heve no athihatcn witk Record Plant, New Yok With union and
nor-umon capabality. ‘we specialize 1n hims, video, and lhive con
cert sound recording. T'ruck No 115 321n x 24 out, No. 21544 in
x 24 out, No 315 44 1n x 32 out; all with APl consoles, (2) 3M
M7% 24 track recorde:s or (2) 32 track d:gntal recorders at a slight
extra charge Air conditioned »ontrol rocm, closed cireuit TV with
color monitor. two ~hannel intercom, wide seiection of outboard
gear. SMPTE and Jclby New truck #4 has a 32 in x 24 out
Audironics console  Special rates avaiable For booking and
sdles. zall Gale Sacks or Marr. Eschelman A divsion of Record
Plant, Inc

RECORDING SERVICES CO

10824 Ventura Blvd., Studio City, CA 91604

(213 766-7191

Contact: John Strecx

Ecuipment: 2 throu g 24 track recorders SMFTE synchronuzers,
Adams-Smith, BTX, ¢ +-Lock, Dolby nowse reducion, portable post
prodichon, audio for video “sweetening” packages, 24 track
remcte truck

Services Available: HSC provides spemal portable recording
sy:tems in road cases for 2 through 24 teack cation recording,
widec and film past production and SMITE synchronizing, and
our 24 track remote ‘ruck 15 a comior:able control room on
whests. Full technical assistance provided to help get your show
on the air

NORTHWEST

ALIVE RECORDING CO.

149 N.E. 59th Seattle, Wash. 98105
(206) 522-8168

Bruce Buckner/Owner

Alive Recording
Seattle, WA

ALIVE RECORDING

149 N.E. 59th, Seattle, WA 98105
(206) 522.8168

Contact: Bruce Buckner

Equipment: Truck: 2 ton International Loadster 1600 Control
Room Computer designed acoustically tuned control room
Completely selt-contained room built exclusively for location re-
cording Control room dimenstions: 22° x 7'3" x 69" Tape Re-
corders Ampex MM.1200 24 track with additional 16 track head
assembly, Otan MX 5050 (¥ track), Revox A77 (%4 track), Sony
(cassette), TEAC (% track) Miang Console Neotek (customized)
24 x 24 x 8 x 2 Monitors® JBL 4333, Auratones 5-C, E-V Sentry
100 Monitor Ampliierss BGW 500 Reverb & Delay AKG
BX-10 {reverb), Lexicon Prime Time (digital delay) Compression,
Limiting UREI, dbx, Symetrix, Universal Audio (tube) EQ Or
ban (parametric), UREI, Audio Control Other Outboard Gear
Symetnix nose gated, Clear Com intercom system, Panasonic
wvideo camera and monitor, “Sola” voltage regulaton Micro-
phones AKG's, Sennheser's, E V's, Shure's, Beyer's, Country
man direct boxes

Services Available: Options' digital recording, video syn-
chronizations, and any other outboard gear available on request
Rates  $875/per 12 hour block (includes 2 engineers)

AUGUSTWOLF, INC

1250 Pine St., Suite 102, Walnut Creek, CA 94596
(415) 933-2617

Contact: Douglas Rerd

BODACIOUS AUDIO INC.

4114 George Ave., Suite 1, San Mateo, CA 94403

(415) 573-5297

Contact: Herb Pallant

Equipment: Sony PCM digital mastering system, Ampex ATR
102, 104 analog mastenng system (Y% & Y2 formats), Sunn 2216,
graphic and parametric equalization, Rogers LS35A, Threshold,
dbx, Dolby A, Dolby B, Custom PZM, Schoeps, Shure, AKG,
Electro-Voice, RCA, Sennhesser, Cal-Rec On Request- Harnson
Alve 24 inputs, Eventide Harmomzer, digital reverb and full
Scamp system Ampex ATR mastenng system rental %" 2 track
for mixdown and mastering

Services Available: Finally, a remote recording truck designed
especially for “ive” video productions, radio broadcasts, album
and demo projects. So get on board the first remote truck to bring
digntal to the bay area and the country Recent credits include the
1981 Bay Area Music Awards, co-producers of the “Fat Fry” hve
to dignal radio shows for KFAT, KTIM, KVRE, KSJO. RCA, Poly-
gram, MSI, Jerry Garcia, Jerry Jeff Walker, Ernest Tubb, Com
mander Cody, New Grass Revival, The Casuals. LaCosse Pro
ductions, SFO, Hanks/Ross Productions

PHIL EDWARDS RECORDING (PER)

1338 Mission St., San Francisco, CA 94103

(415) 861-4439

Contact: Phil DeLancie, Remote Manager

Equipment: PER's remote truck 1sa GMC cab witha 21" x 8'x 7'
body. air nde, air condiioning, and lift gate Microphones AKG
414, 451; Neumann U 47, U-87, KM-84, Sennheiser 421, Shure
SM.85, 56, 58, 53; Sony EMC22P; Electro-Voice RE-15, 1751

RCA 77DX. Countryman direct boxes Over 60 mics in all Con

sole de Medio/API 2416 custom, 24 x 16 x 24, AP1 1604, 16x 4
outboard mixer available. Monitoning. Altec 604 8G monitors,
Auratones, Mcintosh MC2100 power amps Tape Machines 3M
79 16 track (2), 3M 79 8 track, MCI JH-110B 2 track (3), Ampex
440C servo 2 track (2), Aiwa and Sony cassette 24 track avail

able by arrangement Accessories. UREI 1176, LA-3A limiters,
Orban parametncs, de-essers, Dolby M16 multitrack A-type nowse
reducton, 27 parr transformer isolated mic sphtter, AKG stereo
echo, ClearCom and Altec intercom systems, Sony closed circuit
video, cables, stands, etc

Services Available: PER 1s fully equipped and experienced to
provide complete on-locaton audio services and facilities for all
types of projects including video production, hve albums, lhve
broadcast, radio production, and film soundtracks. Complete
packages for simultaneous recording and broadcast are available,
as are our fine multitrack mixdown and post-production tacilihes
See January 1982 Mix lstings for a samphng of our credits

ROB KINGDOM MOBILE RECORDING

120 Remington #415, Sunnyvale, CA 94087

(408} 732-5305

Contact: Rob Kingdom

Equipment: Tascam 85-16, Otan MX 5050B 2 track. Studio:
master 20 1n x 16 out mixer; |BL and Auratone monitor speakers;
dbx compressors, Symetnx signal gates, EXR Exciter, Lexicon
Prime Time DDL, Delta Graph EQ, 10 channel microphone spht
ter; large microphone selection (Neumann, Sennhewser, E.V,
Shure, Sony), Countryman and custom made direct boxes; AKG
BX-10 reverberation unit

Services Available: Specializing in gualty location recording
We do only remote recording Our rates ar highly compettive,
providing qualty 16 track recording at rates that are only shghtly
hugher than 8 track competitors Video hink-up with SMPTE time
code synchronization 1s also available Please call for a quote,
whatever your needs for location recording are

P.F.S. RECORDING

P.O. Box 6840, San Jose, CA 95150-6840
(408) 275-6322

Contact: Mike Halloran

SHYNE SOUND

40 Woodland, San Ratael, CA 94901
{415) 459-2833

Contact: Leroy Shyne

SOUNDPLEX

P.O. Box 763, Ashland, OR 97520
{503) 482-4822

Contact: Douglas K Faerber

STARMAN/PARAGON MORBILE UNIT 1
P.O. Box 20604, Sacramento, CA 95820
(916) 454-4525

Contact: Almerntt V. Covington

STEELHEAD PRODUCTIONS
Box 366, Blackioot, ID 83221
(208) 785-7298

Contact: Jon Lyksett, owner/magr

TECHNICAL SOUNDS, INC

FAST TRACK STUDIOS

1906 115th Pl., Northglenn, CO 80233
(303) 4570730

Contact: Terry McMurtry

TRANSPARENT RECORDINGS

883 Golden Gate Ave., San Francisco, CA 94102
(415) 563-6164

Contact: Marian Lews

SOUTHWEST

P It
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Chaton Recording
Scottsdale, AZ

CHATON RECORDINGS

5625 Nauni Valley Dr., Scottsdale, AZ 85253

(602) 991-2802

Contact: Marie Ravenscroft

Equipment: Otan MTR-90 24 track and Otart MX-5050B 2 track
tape recorders, Soundcraft Series 800 console, dbx 208 noise re-
duction, Tannoy SM-12B monitors, URE! 535 dual graphic EQ,
dbx 900 modular processing with comp/hmiters and noise gates,
Master Room XL305 reverb unit, Wyreworks 27 channel 2-way
patch panels, BTX Shadow Synchromizer, BTX 5400 SYMTE code
reader/writer, Clear-Com audio communication, Videotek 17
color TV monitor, 3 lkegam 5* B&W TV monutors, Sony AVC
3260 B&W stage video camera, best available mics

Services Available: The CAT (Chaton Audio Truck), a tull 24
track remote recording facility, 1s able to handle any type of on
location audio production, from hve concerts and albums to re-
mote broadcast, commercial projects and films The CAT can in-
terface and synchronize the multi-track recorder with video or film
via SMPTE code

DIGITAL SERVICES

2001 Kirby Dr., Houston, TX 77019
(713) 520-6201

Contact: John Moran

HIGHLAND SOUND CO.

PHANTOM PRODUCTIONS

P.O. Box 3949, Austin, TX 78764

(512) 474-0963

Contact: Martin Theophilus, Cheryl Theorptulus
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Omega Audio
Dallas, TX

OMEGA AUDIO

8036 Av:ation Place, Box 71, Dallas, TX 75235

(214) 350-9066

Equipment: 24 track remote recording include-d in our 27 ft
ustom firushed Ford truck Equipment includes Custom 30 in
x24 out mixing console with 3 band sweep EQ. two track audio
recorders. Otart MTR-G0 24 track recorder, 24 channel: of dbx
noise reduction in Gotham TTM rack, 70 microptones of vanous
types, both dynamic and condensers of major brands, 34 parr
microphane snake with 30 transformer isolated slage sglits, IBL.
monitors, Ya-octave tuned with UREI 539 graprucs, Auratone
moniters are also available, full comphment of signal processing
equipmer:: including hmiters, parametnc EQ, digwal delay
reverberaton, etc, closed circuit video monitors far interfuce with
wvideo production facilihes, two way headset -commumucation
system, 150 amp stage power distnbution, full BTX SMFTE tme
code computer
Services Available: Omega Audio maintains one of the most

successful 24 track remote facihihes in the country Since 1973
Omega has worked with over 127 major recording arhsts In re-
cent years the facility has been re-fitted for audio support of video
and film recording projects Omega Audio specializes in video
music Qur extensive knowledge and exrience in this business
have caused many producers and arhsts to select our remote
facihity as their “hirst choice” in assuring quality and rehability in the
field Credits Johnny Cash, Helen Reddy, Oak Ridge Boys, Merle
Haggard, Ben Vereen, Anne Murray, Quarterflash, Blondie
Willie Nelson, Loretta Lynn, Alabama, Art Gartunkel, Jerry Lewis,
Larry Gathin, Al larreau, etc

REELSOUND RECORDING CO.

P.O. Box 280, Manchaca, TX 78652 (located near Austin)
(512) 472-3325, 282-0713

Contact: Malcolm H Harper, Ir

Equipment: MCI 636-LM automated console, (2) |H-24 24 track
machines (lockable), (2) MCI JH-110B 2 tracks, 2" 2 track, Ursa
Major 6 x 32 reverb, MICMIX XL-30S, DDL-1 delay. DDL.-2, (4)
Dynamites, dbx rack, (2) hmters, (2) DS umts, Alhson rack
Kepex, Gain Brams, (4) URE] LA-3A, (2) dbx 160, MCI para
metrics, Sierra/Hidley acoustic design with TM 7 monitors, Crown
and Studer power amps, AKG, Beyer Neumann, E-V, Shure,
PZM, UREI, and Countryman microphones; 48 input Jensen spht
box; color TV monitor system, overdub room, 42 ft traller
Services Available: Remote TV and radio concert recording,
live album work, studio overdub, automated mixing, wideo
SMPTE sweetening of multitracks

NORTH CENTRAL

AUDIO GRAPHIC SERVICES

1516 Ferris Ave., Royal Oak, MI 48067
(313) 544-1793

Contact: Edward ] Wollrum

ARAT AR AR
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AUDIO RENTAL SERVICE & SALES

268 W. Normandy, Chicago Heights, IL 60411
(312) 754-9191

Contact: Gary Cobb

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

Contact: James Strattan

DUWAYNE KLOOS RECORDING
WESTMARK RECORDS & TAPES

8345 Duluth St., Golden Valley, MN 55427
(612) 544-3050

Contact: DuWayne or Joann Kloos

THE RECORDING CONNECTION

23330 Commerse Park Rd., Beachwood, OH 44120

(216) 464-4141

Contact: Arme Rosenberg

Equipment: Soundcrait Series 3B, 32 in x 24 out recording con
sole with 24 channel monitor mix, MCI JH-24 2" 24 track tape
machine, Technics RD-1520 4™ 2 track, Technics M85 cassette
JBL 4313 monitors, Mcintosh MC 2205 power amp/200 watts
per channel, UREl 1176N and LA-4A hmuers, DeltalLab DL-4
digital delay, complete FM walkie-talkie system/12 auxillary in
putioutput channels, 40 in/out stage box, Clear-Com mntercom
system, B&W TV monitors and camera, 200 ft power line
capability to power source, isolated power, 32 channel Dolby and
x-tra microphones upon request

Services Available: The Recording Connection’s Roadmaster 11
1s a mobule, 24 track, total state of the art facility, housed in a 40°
Silver Eagle bus We record many top name acts for Westwood
One, NBC Source Network, Concert Satellite Network, Telema
hon Area Prod, Mynad Media Prod , and DIR Broadcashng
Album credits include Blackfoot's, “Tomeattin,” Kink's,"One for
the Road,” Ozzie Osborn's, “I Don't Know™ single, and the Burnt
River Band. Roadmaster I has become recogmzed not only for
the tinest ive recordings available but tor economic viabihty

SCREAMS & ROSES AUDIO ENG.

8 West Sherry Drive, Trotwood, OH 45426
(513) 837-6350

Contact: David C Sheward

SOUTHEAST

ARTISAN RECORDERS, INC

1421 S.W. 12 Avenue, Pompano Beach, FL 33060

(305) 786-0660

Contact: Scott Strawbndge.

Services Available: Some clients AC/DC, Atlanta Rhythm Sec
tion, Blackioot, Pat Benatar, Roy Clark, The Commodores
Crosby, Stlls & Nash, Heart, Al Jarreau, George Martin, Willie
Nelson, Jaco Pastorius, The Police, Kenny Rogers, Linda Ronstadit,
Spyro Gyra, Weather Report. We have been providing complete
on-location multi-track recording & soundmixing services to the
record, television, radio, and film industres for 6 years In that
time, we have earned a reputation as one of the finest mobile
recording companues in the business We are very gratetul to our
many clents for putting their faith in us and putting us on the map

CATFISH BAY SOUND STUDIOS

133 Franklin St., Clarksville, TN 37040
(615) 552-2769

Contact: Chuck Emery

CRITERIA RECORDING CO., INC

1755 N.E. 149 St., Miami, FL 33181

(305) 947-5611

Contact: Joe Fogla

Equipment: Critena designed custom buwilt MCl JH-636
transformerless console with 48 inputs, 32 output channels, 4
echo sends, sub-grouping, back-up on-hne power supplies, UREI
Time Aligned 81| monitors, closed circuit color video system, 6
kilowatt on-board generator, Dolby or dbx noise reduction, MCI
JH-114 8/16/24 track transformerless recorders, MCI JH-110 2/4
track transformerless recorders, JH-45 SMPTE sync generator
JVC %" video cassette recorder, 8 video and SMPTE ’ink-up lines,
selection from Critena’s vast collechion of microphones including
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Nsumann, Schoeps, AKG, Sony, Sennheiser, Shure E.¥, PZM
Beyer and Auadio-Technica, outboard gear selecticn from
Critera’s inverzory of Pultec ana Trident equahzers, URE] and
dbx hmiters Eventde and Lexican delays anc reverberation, a*
ne extra charge

Sarvices Available: Critena’s fully equipped and air-condiioned
2% GMC T-ansmode Coach offers exceptioral momnitoring anc
recording qua'ty you've come tc expect from a werld<lass re
cording facility anywhere you want to take -

Criteria Recording
Miami, FL

FANTA

1213 16th Ave. South, Nashville, TN 37212

{615) 327-1731

Contact: [ohnny Rosen.

Equipment: 40 input Sphere console, (2) Ampex 24 tracks, (2)
Ampex 2 frack AG440B's, Amgex 4 track, Magra 4.2L, 2 casset
tes, Eventide 910 Harmonizer. (4) Valley People Dyna-mite
Dynamic Processors, (4) dbx 160's, (2) ACR Vocal Stressers, '2)
URET 1 17¢,, £2) dbx 163's, Master-Room ster=o reverb, Mclntesh
MC2105 wmp, BGW. Sony anc Pioneer amos, E-V Century s,
JBL 431 1. Aaratones, 10 statior/ 16 set earphone system, Clear-
Com intercom, private channel 2-way radia. 17 channel mokile
telephone, Sline telephone system, color .nd B&W monitcrs,
carry apgrozimately 80 microphones, synvhronzers for video
lock-up.

Services Available: Fanta 1s & 40-input, dual 24 track mokule
recording faciity with an emptasis on motule Tre Fanta truck
and its crew have worked on shows ranging from the Rolhng
Stones to the N Y. Philharmomic The company has recorded live
albums fo- artists inclucing Kenny Loggins, Farbara Mandrell and
Teddy Pencergrass Film credits include the "Blues Brothers,”
Robert Alim.n’s “Nashwville,” anid "Coal Miners Daughter " Telew:-
sion projects range from the Great Perfosmance Series for FBS
and the Mike Douglas Shows filmed on tre Mississippt Queen
Steamboat Dur most ambitions audio prciect was a 46 treck
opera for producer Curtis Davis

FULL SAIL DREAM MACHINE

1221 Lew Road, Suite 207, (rlando, FL 32810
(305) 299-1076

Contact: Jon Phelps

QL MOBILE

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

Contact: Rob Burr

SANBORN PRODUCTIONS

Bull Run Studios of Nashville

Rt. 3, Box 120, Ashland City, TN 37015

(615) 254-6538

Contact; Carl Frost, President

Equipment: Sound Workshop 1600, 29 x 24 and Yamaha PM
180. 6 x 2 Ampex 1200-24, MCI 1H 114 24, Ofan MTR.90
Ampex ATR 102, Dolby M-24, SMPTE, Ten channels of compres
sion including 1176, LA 3A, 160, 162, Scamp and Orange
County, Scamp rack with FQ, gates, filters, De-essers, and com
pression Eventide Harmonizer 910, and Phaser/Flanger
DeltaLab DL.1 and MICMIX XL 305 Over sixty microphones
and D 1 s including Neumann, AKG, Sennheiser, Studer, Electro
Voice. Sony. Shure, Countryman, PZM, and Jensen Monitors are
Eastern Acoustic Works MS-50 driven by Yamaha B-2 Twochan
nel CCTV, and Clear-Com Control room measures 19 x 8 x 8
and has 3 tons of air condihoning Jensen sphtters and extensive
stage wiring capabilities

Services Available: Sound for him and video Radioc and telev:
sion broadcasts, album projects Fstablished in 1978

USC SOUND ENTERPRISES

P.O. Box 11211, 190 Waynoka Lane, Memphis, TN 38111
(901) 458-0275

Contact: Rodney Peppenhorst

NORTHEAST

AURA SONIC LTD.

140-02 Poplar Ave., Flushing, N.Y. 11355

(212) 886-6500

Contact: Steve Remote

Equipment: This truck is equipped with a Harnison 32 x 32 desk,
(2) MX-20 Sony mixers, 57 mic hnes, 66 transformer splits
Ampex MM1100 24 track machine (3M 32 track for digital re-
cording). (2) Yamaha P2200 power amps, an assortment of
speakers including. IBL 4311, E-V Sentry 100, EAW MS.50
Auratones, Advent; a wide assortment of mics: Sennheser.
Neumann, AKG. Sony. Shure, E-V; ar condiioning, heat and
other extras included

Services Available: 32 digtal and 24 track recording for broad-
cast, video work, and/or album projects Sound reinforcement
available for extra support for special recording dates Additonal
equipment and/or services are available with proper notice

BROOKS REMOTE

899 Troy Ave., Brooklyn, N.Y. 11203
(212) 282-7344

Contact: Clyde Brooks

DIGITAL BY DICKENSON

9 Westinghouse Plaza, Bloomfield, N.J. 07003

(201} 429-8996

Contact: Frank R Dickenson Ir

Equipment: Double digital 3M 32 tracks can team up with your
favorite remote truck tor hve location recording Do post
production at a mult-track studio of your choice in the NE Also
video lock-up with diontal soundtracks Mixdown to digital JVC 2
track for mastering tor ulhmate in digital sound Our digital 32's
and 2 tracks are ready for work in your studio at reasonable rates

Call us and wvisit with Frank on how we record “Music by the
N IN 4

MOBILE RECORDING

QL Mobile
Coral Gables, FL

FEDCO AUDIO LABS

60 Manning St., Providence, R.I. 02906
(401) 272-3157

Contact: Jeft Eushs

MOBILE RECORDERS LTD.
Southbury, CT 06488
(203) 264-2659

Contact: George Rothar

RECORD PLANT STUDIOS LTD.

321 W. 44th St., New York, N.Y. 10036
(212) 581-6505

Contact: David Hewitt, Randi Greenstein

ROADWAY RECORDERS, INC.

51 Glendale Ave., Livingston, N.]J. 07039

{201) 994-9695

Contact: Richard Dior or Barry Fisher

Equipment: The Roadway Mobile Umt was designed as a dual
24116 track on-location remote truck Our control room 1s a GMC
Chev C-50 truck, with a 18" x 8 x 8" box and houses a Sound
Workshop Series 30 32 x 32 x 8 x 2consoleand AP 12x 12 x8
x 2 submixer, MCl] JH-114 24/16 2" tape machines, Otari 2
tracks, Big Reds, JBL 4311's, Auratones, Crown DC-300A,
D 150, D75 Outboard Gear dbx RM 160, UREI LA-3A, LA

4A, Lattle Dipper. MXR graphic EQ, Orban 1118 reverb, Orban
De esser, ClearCom w/King Biscuit speaker, 6 remote stations,
two channel cue system, eic Microphones by AKG. EV

Neumann, Sennheiser, Sony. Shure, Schoeps, Countryman direct
boxes, and 50 pair mike snake wisplitters, closed circut TV with
IVC color cameras and color monitor, 2" VHS video, and 4

available upon request

Services Available: Roadway Recorders has been in the remote
recording hield since 1972 and has evolved into one of the Nor
theast's most diversified remote trucks Some of our chents are
Betty Carter. Marion McPartland, Charles Stewart, Tim Wnght
WNET-TV "Gl JIVE.” WOR-TV 1979 New York EMMYS live NY
Hilton. WPIX-TV New Years Eve live from the Waldort Astora
wiGiuy Lombardo-Stephanie Mills, Live, HBO "Here 1t 1s, Burles.
que.” HBO “Sherlock Holmes w/Frank Langela, WNEW-FM Live
from Meadowlands, Boston, Outlaws. Poco, Todd Rundgren,
Newport Jazz 1980, “Yamashita Trio.” Mount Vernon Community
Choarr, and Pope John Paul Il a commemorative album Call for
bookings and rates

SEAWIND AUDIO, INC.

1134 Fox Chapel Rd., Pittsburg, PA 15288

(412) 963.7455

Contact: Tom Mechlin

Equipment: Tangent 32 x 16 console, Otart MTR-90 16 track,
Tascam 80-8 8 track, Technics 15-20 2 track, dbx noise reduc:
tion, Orban parametric equalizers, UREI LA-4 compressor/imuter,
RCA close circuit television momtoring, CSI MDM-4 near feld
monitors, Countryman DI boxes, 250 ft cable with custom tran-
former splitter, condenser and dynamic microphones from AKG
to Sony, and all others in between

Services Available: Complete 2. 8 and 16 track remote record-
ing Please call for rates Staff engineers and maintenance avail-
able Independents welcome

SKYELABS

58 W. Tidbury Dr., Dover, DE 19901

(302) 697-6226

Contact: Bob Skye

Equipment: Tape Decks MCI JH-114 24 track, Ampex AG-
440B 4 track, Ampex 351/440 2 track, Techrics RS 1500 2
track Consoles: Sound Workshop Series 30 (42 x 24, moditied)
Amps. Phase Linear & Crown Speakers URE!I 811A Time
Algned monitors, Ampex/]BL. Techmes SB.F2. Outboard, Delta
Graph EQ, DeltaLlab DL-4, UREI LA3A, Master-Room 305 re-
verb Microphones Sennheiser, Shure, Electro-Voice Misc 300
foot snake (42 x 3}

Services Available: Ready to handle any situation from concert
and custom recording to video post-production Have an 1dea,
special project? Try us, no problem We specialize in dreams
wdeas & creahveness

STUDIO 198 PRODUCTIONS, INC.

198 Bloomtield Ave., Newark, N.J. 07104

(201) 481-0972

Contact: Greg Furgason

Equipment: [tam 1610 16 track, dbx, Ampex MM—1200 16
track, Otan MX.5050 8d/dbx 155's 8 track. Ampex PRIO %
track, 3M UR 210/Sony PCM-10 digital mastering system,
Pioneer RT 2022 ; track, Otart MX-S050B Y track, Pioneer C77
1250 cassette and Sony TC 158SD cassette, custom built 20" x 8
Yamaha PM-700, Harnson “Alive” 16 x 16 x 16 x 8, Soundcratts-
man PA 5002, Dynaco ST 410/C 100, Bose 800, E-V Sentry,
(3auss 3-way speakers. Echo reverb and delay’ Marshall Time
Modulator, MXR tlanger, Space Station, AKG BX-10, Audicarts
para-metric EQ, Ashly SC 50 lmiters, dbx 163 limuters, dbx 160
lumiters, Sansw SE-7 graphic EQ, RG Expander. Shure MK63,
Ampex MX-35 tube mixer, Shure M67 4 x | Microphones Senn-
heiser MD-421's, E-V RE-11's, 664, 66. 1776, Sony ECM.50;
Shure SM-57's, SM-58's and SM-60's

Services Available: Color and black & white video production
sound reintorcement, location recording Studio 198 15 a warm
and congemal production company dedicated to the highest
levels of broadcast and music production Our chentele includes
radio stations, major record labels, independent producers,
religious organizations and law firms We will guarantee our work
and do not charge for set up ime Sound reinforcement and loca-
thon recording for arhsts and producers are easily arranged to hit
the individuals time and budget restraints

UNITEL VIDEO INC.

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

Contact: Phil McEneny, Rich Karney
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PROGRAMMABLE RHYTHM
MACHINES part2

ROLAND TR-808°OBE

. by Bob Hodas
and Vince Gutman

t’lere is a new generation of
musical instruments showing up in re-
cording studios across the country,
benefitting the composing musician and
producer alike.

Programmable automated rhy-
thm boxes and “drum machines” are
proving to be useful creative tools in the
studio as well as on stage for many of
todays top recording artists in all music
fields.

Early attempts and develop-
ment of rhythm units stemmed mainly
from organ companies whose prime
objectives were to provide the key-
boardist modest rhythm accompani-
ment thus enabling them to solo on their
instruments.

Although these units served a
useful purpose, there were apparent
drawbacks and limitations which hamp-
ered their popularity in the creative
world. For instance, aside from select-
ing a ‘“standard”" beat, the only
user—controllable parameters were
“tempo” and “volume.” Also, in many
cases the voicing of these units pro-
duced less than believable percussive
sounds that again the user had no con-
trol over (such as equalization, pitch
and dynamics).

By comparison, the new breed
of rhythm boxes/drum machines em-
phasize flexibility and can be general-
ized into two categories: Digital con-
trolled with analog voicing and digital
controlled with digitally stored sounds.

You need not be an electronics
technician to decode these simple prin-
ciples of operation. However, we will
define these for there is a marked ditfer-
ence in the final sounds that they will
produce. Note that both types of units
employ "digital control,” meaning there
is computer "memory” the user can ad-
dress through key style switches enabl-
ing him to “store” ‘ndividual note pat-
terns and select the desired voicing in
an order suitable for his purpose (in-
cluding “fills” of his choice). You can
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then at a later time recall them from
memory for “playback.” However, as |
have pcinted out, there is a difference
in the voicing technique employed.
Analog voicing simply means the par-
ticular sound or voice we are using is
being created at that instant by circuitry
which is designed to create that partic-
ular sound. Whereas digitally stored
sounds are a representation of real
drum (or other) sounds that have been
programmed on to a “chip,” and are
recalled when needed to produce that
particular voice.

Unlike their predecessors,
these drum machines/rhythm boxes
boast realistic drum sounds and offer
flexibility that make them easily adapt-
able to today’s multi-track recording
format.

In this article, we will be look-
ing at three top of the line rhythm
machines: the Roland TR-808, which is
a rhythm machine with synthesized
sounds; the Oberheim DMX and the
Linn Electronics Linn Drum which are
both rhythm machines that store real
drum sounds digitally. Audio analysis of
these machines was done at Tres Virgos

Circle #018 on Reader Service Card

Studios in San Rafael, California. Tres
Virgos’" LEDE™ environment was
chosen because of its clarity and lack of
coloration and sound. Drummer John
O'Pat assisted on these sessions in order
to get the opinion of a real drummer on
the playability of these units. I would
like to point out to percussionists, as
well as others reading this, that my ex-
perience has been that these units are
not replacing drummers as much as
drummers are playing the machines for
many current major recordings.

The Roland TR-808 Rhythm
Composer is a versatile, fully pro-
grammable rhythm machine. Available
are eleven different sounds for each
rhythm pattern plus an accent. Sixteen
total sounds are provided to choose
from. These include bass drum, snare,
cowbell, cymbal, opened high hat and
closed high hat, each having its own
level control. Switch-selectable sounds
that share the same level control are
low-conga, low-tom, mid-conga, mid-
tom, high-conga, high-tom, claves, rim
shot, maracas, and handclaps. Tuning
controls are also available on bass
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drum, snare, low, mid, and high toms
or conga, the cymbal and open high
hat. Combined with separate volume
controls, these tunings make for a nice
mixture on the main outputs. An advan-
tage to this machine is that the in-
dividual instruments each have their
own output allowing them to be run
through a mixing console with a more
sophisticated EQ or effects routing. The
sounds being synthesized are not
master quality sounds but have merit
considering price and versatility.
Lounge sets and commercial produc-

tion houses have used this machine to
full potential, and you have undoubt-
edly heard some of these rhythms on
the radio.

Rhythms can be played ac-
cording to four different meters: 4/4;
8/8; 3/4; and 6/8. Each pattern consists
of sixteen beats total. Sixteen different
rhythm patterns can be written into
each of the two groups and played sep-
arately, or combined to play both
Group A and Group B together in se-
quence. The first and second pattern
writing allows you to have thirty-two

WE'VE
MADE THE BEST
BETTER!

How do you make the best even better?

This i1s a

e
2
%
Conqueror Q
Instrument rad
Cables are Wi
available in %
2
(74

standard lengths
from 1 ft. to 100 ft.

For more information
on the more than 100
cables in our line, call
us at 800/323-7671.

3000 Conquest Dealers
can’t be wrong!

Conguest Sound @o

155624 S. 70th Ct.
Orland Park, IL 60462

(312) 429-1770
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question we asked ourselves

many times. So we went to Switch-
craft and talked with their engineers.
After a lot of time and testing the
result is the finest '™ plug available.

3 WAY STRAIN RELIEF

The new redesigned Conqueror In-
strument Cable features a solid
brass Switchcraft plug with a

unique multi-mode strain relief
that will give years of trouble
free use under the most abusive
situations. The new 3 way
strain relief consists of an
internally threaded plug
body. a steel u-clamp,
and a brass plated steel
spring at the point of
entry to the plug which
keeps the cable from
folding or pinching,
Combine this with
our custom design-

ed neoprene 20
gauge wire and

our 2 YEAR
GUARANTEE

and you've got the
ultimate in in-
strument cables.

\J}
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beats in each pattern.

Odd time signatures are also
possible via a feature that allows you to
choose the length of the pattern. Each
instrument must be programmed one at
a time either in real time or by actually
writing the pattern and the rhythm with
the pattern selector switches. Tempo is
adjustable by a step pot with a fine-
tuning, continuously variable pot at its
side. Tempo is shown by a series of
LED's which run through the notes as
the pattern is playing. Creative pro-
gramming could break the bars down
into 16th or even -32nd notes.

Twelve tracks can be made
from sixty-four measures each. Any of
these tracks can be combined, up to a
total of all twelve for seven hundred
and sixty-eight continuous measures.
Four intro or fill patterns can be insert-
ed through the auto-ill control at every
second, fourth, eighth, twelfth, or six-
teenth measure. Intros and fill pre-pro-
grams can also be inserted manually in
real time. All of the instruments in a pat-
tern can be wiped from memory by
simply pressing the pattern clear
button.

Rear panel access has an out-
put section with a master output for
high and low level signals and indepen-
dent outputs for each instrument.
Running an individual instrument out
removes that instrument from the mix
and main outputs. There are three trig-
ger outs that are synchronized through
the handclaps, cowbell, or accent. A
pedal switch will activate the stop, start,
or full function. There is also a synch-
connection.

The operation manual for the
TR-808 is very clear and easy to under-
stand. This is a very good unit for bud-
get demo purposes and has already
found its way into many smaller studios.
List price is $1,095.

The Oberheim DMX is a
sophisticated rhythm machine that uses
real drum sounds stored digitally. The
unit has seventeen ditferent drum
sounds: bass, snare, high hat with a
closed, accented, and opened mode;
six tom-toms; ride cymbal; crash cym-
bal; cross-stick; tambourine; shaker;
and handclaps. The bass and snare
drum each have three different volume
buttons while the ride cymbal, tambour-
ine, and shaker have two volumes. The
twenty-four instrument program but-
tons are arranged on eight voice cards
in groups of three. Mixed output is con-
trolled by a master volume fader while
each of the eight voices have their own
fader control. For this reason, only
eight instruments may be played on
any beat. This is noticeably limiting in
the two percussion voices. The other
problem with this type of grouping is
that only one volume controls all three
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instruments on each voice card. Voice
card panning is set from the drummer's
point of view as opposed to the audi-
ence’s point of view which is backwards
from the way most engineers pan a
drum mix.

The voices may be tuned by
removing two thumb screws at the front
of the unit, lifting the hinged cover, and
adjusting the thumb wheel pots on the
voice cards. Tuning range is one-halt
octave. Pitches may also be controlled
with a pedal accessed through the rear
panel jack.

Tempo may be adjusted from
twenty-five to two hundred and fifty
beats per minute by either typing in the
desired tempo on the key pad or using
the key pad increase and decrease but-
tons to automatically alter tempos. Tem-
pos, as well as other operation func-
tions, are shown on an alpha-numeric
display above the key pad.

The total memory capacity of
the DMX is two thousand events. There
are many ways this capacity can be
divided amongst sequences. The DMX
can accommodate one sequence of two
thousand notes or one hundred se-
quences of twenty notes each. It is best
to take advantage of the repetitive
nature of the music by constructing
songs from short sequences. Each part
of a song requires one third as much
memory as a single event in a se-
quence, so the most efficient use of the
memory is to make songs from short
sequences rather than appending long
sequences together. A percentage of
the memory remaining can be dis-
played on the alpha-numeric display
with a touch of a button.

There are one hundred se-
quences possible and fifty songs. The
DMX is set up to normally record each
sequence as two bars, but a length
function button allows one to adjust a
sequence shorter or longer as one
desires. Maximum sequence length is
stated as six minutes of eighth notes at
eighty beats per minute. Standard se-
quence length is two measures but can
be extended from one to ninety-nine
measures if so desired. The sequence
may also be appended to itself effective-
ly doubling the iength of the sequence.
Sequences of different time signatures
may be appended together, but only
the tempo of the first sequence will be
applied to the rest of the sequences ap-
pended. A song may be a maximum
length of two hundred and fifty-five se-
quences. Each sequence in a song can
have its own tempo, length, and time
signature, facilitating the arrangement
of a complex song with time and meter
changes. Sequences can be replaced,
inserted, or erased from a song quite
easily.

The DMX will record in real
time or in a step function mode, record-

JUNE 1982

ing one note at a time per beat. In real
time, drums can be recorded one or
more at a time giving the feeling of
actually playing the parts. The action of
the voice buttons is very good and adds
to the playability and feel of this ma-
chine. Erasing may be done in either
real time or in the step mode. In addi-
tion to erasing single notes at a time,
one may erase an entire instrument
from a sequence at the push of a button
or erase an entire sequence or an entire
song. There is a memory protection
switch on the back panel of the unit and
when engaged, the unit will not record,
erase, copy, or edit.

This unit will record in any
time signature desired, and can be ad-
justed with the key pad and displayed

e e |

on the alpha-numeric display. The
quantizing function automatically cor-
rects your playing to the nearest beat.
The DMX is normally set to quantize to
a sixteenth note and can be changed to
run from a Y note to a %, note triple ac-
curacy. For a natural feel, quantizing
may be turned off. Swing function is
similar to quantizing in that it will adjust
the feel of your recording when trying
to create a shuffle or swing. The first
half of the beat will get more time and
can be adjusted in six steps between
fifty percent and seventy-one percent.
Back panel access rounds off
the versatility of this unit. It includes a
cassette interface which allows for ex-
ternal memory storage onto cassette.
After the memory transter is completed,

¢ Extremely low noise
High slew rate

¢ And much more.

=]

CAMMA-A

PROFESSIONAL MIXING CONSOLE
featuring the

QUANTUM MATRIX

A unique switching arrangement allows the effects busses
to be used as an output matrix as well as pre or post echo
and pre or post cue sends. The matrix utilizes the Linear
motion monitor pots as sub-group masters with the effects
controls as output assignment busses.

« Long throw conductive plastic, straight-line faders.
e 14 function 3 knob EQ plus 6 position high pass filter

For more information ask your local Quantum dealer to
show you the Gamma-A console or contact the factory.

1905 Riverside Drive, Glendale, California 91201 * Telephone (213) 841-0970
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Oberheim DMX

Circle #022 on Reader Service Card

e g

the unit can check the audio tape to
make sure there are no errors in the
memory cassette. The DMX can either
be a master or slave to the Oberheim
DSX sequencer. It can sync up to a tape
recorder and generate its own sync
tones. Master outputs allow output of
either left and right channels or a mono
mix. Each individual voice, including
the metronome, has its own output
allowing it to be run through a more
complex board for the addition of more
sophisticated EQ and the effects of a
mixing console. Two molex plugs from
the back panel allow the bottom raw of
voices to be controlled with outside trig-
gers for control voltages. Syndrums
may be used as triggers or sequencers
with control voltages and gates can also
be used to trigger the drums. Two jacks
allow hooking up foot switches to start
and stop songs and sequences, ad-
vance songs and sequences, or re-cycle
sequences in a song for vamping.

The DMX performad all of its
stated functions immaculately. It was
easy to operate, and the operations
manual was straightforward. It can be
fully mastered in an evening or wo.
The DMX is not a synthesizer, and all
sounds in this unit are real sounds
recorded analog and stored digitally on
chips. Cymbals and all percussion
sounded quite good, and the snare had
a good feel to it. The kick drum had
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punch, and though lacking low-eng,
this could be taken directly out and
EQd on & board. The tom-tams were
the weakest sounding voices. They
were very mid-range oriented, and
they sounded like they were recordings
of single-headed toms. They generally
lacked depth, length, and low-end.
Tuning controls were good ior eftect,
but there seemed to be a narrow win-
dow for adjusting the controls where
the drums and the percussion have the
very best sound. The user is not neces-
sari.y stuck with these sounds, as Ober-
heir: is currently working on a library
of voice cards which are user-replace-
able and will have a variety of different
instruments stored on chips with dif-
ferent sets of filkers. Hopetully, new
voice cards will contain more memory
for better aecay. This new library of
cards and sounds should scon be
available to the public, and as with: any
Oberheim qguality instrument, updates
will be retrofittable as much as possible
Research and upgrading will be con-
tinucus. The price for the DMX is
$2,895.00

The Linn Electronics Linn
Drum is ancther rhythm machine that
stores real drum sounds digitzlly This is
the son of the LM-{ (which is no longer
available). There are fifteen differen:
drum sounds on this unit. They are as

follows: bass; snare, side stick; crash
cymbal; cowbell, handclaps; ride cym-
bal; high, medium and low toms; high
and low conga; tambourine; opened
and closed nigh hat; and cabasa. The
snare has three different volume pro-
gram buttoris wnile bass drum, closed
high hat, cabasa, tambourine, and ride
cymbal eact have two volume buttons.
The top row of program kustons have
shared sounas which are easily selec-
table and indicated by a percussion
LED. Each voice has its own fader
allowing each instrument to be in-
dividually mixea on the main outputs.
There is also a fader tor the metronome
cick. Each voice has full left-to-right
spectrum panning by a pan-slider
detented in the center. There are front
panel tuning pots for the enare, high,
medium, and low toms, high and low
conga, and high hat decay pot. This
front panel wning is very convenient
and functional. Tempo' is adjusted by a
rotary pct. The tempo is not displayed
out can be felt ky lisiening to the click
‘rack.

There are forty-nine possible
patterns that can be programmed into
he Linn Drum and forty-nine songs
made from the combined patterns. Pat-
tern numbers are displayed by pressing
pattern select butons whict. also serve
icr choosing the error correction and
percentage of swing. Standard pattern
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Dual 15 Band Graphic
Equalizer R-830

Description

The DOD R-830 is a solic: state dual
15 band graghic egualizer wnich is
designed for mounting in a standarg 1%’
rack. The DOD R-330 is intended for
acoustic and room equalization to
minimize unwanted resonance and
compensate for specific f-eauency sound
absorption.

The R-830 is miounted in a rugged,
extruded aluminum case with heavy lop
and end panels ta resist warps and
dents.

Two sets of 15 bands on 2/3 ISO
centers with 12 db of boast or cut. . .in-
and-out swilch which daes not disturb
the balance condition . . . level control witn
12 db of bocst or padding ... 1/4
balanced and unbalancec input and
output jacks .. . illuminatad power racker
swilch

Specifications

Frequency Response:
10-40 KHz.

Total Harmonic Distortior:
Less than 0.01%
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Iniermodulation Cistortion
Less than 0.01 %

Signal to noise ratio:
95 db.

Maximum OQutput Level—Balanced:
20 dbm (ref: 1mW/600 ohms).
10 Vrms into 10K ohms.

Maximum Output Level—Unbalanced
17 dom (ref: 1mW/600 chms).
5 Vrms into 10K ohms.

Output ‘mpedance—Balanced:
940 ohms.

Qutput Impedarce—Unbalanced:
470 ohms.

Maximum Input Level:
+ 20 dom (ref: 0.775 V}.

I~put Impedance—Balanced:
66K ohms.

Input Impedance—Unbalarced:
33K ohms.

EQ Control Range
+ 12 db.
EQ Center Freguencies:
15 pands or standard 2/3 octave.
ISO centers {25 Hz 16 kHz)
Level Control Range:
+i2 db
In/Out Switch
EQ bypass, does not disable
balanced input and balanced output
110 Conneciors—Input
One 1/4" phone jack (batarcea)
One 1/4" phone jack (unbalanced)
10 Conneciors—QOutput:
One 1/4” phone jack (balanced).
One 1/4"" phone jack (unbalanced).
Dimensions:
32" X 6" x 19

0oL

Electronics Corporation
2953 South 300 West

Salt Lake City, Utah 8415
(801) 485-8524

Printad in USA
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Linn Electronics’ Linn Drum

length is two bars, but this can be ad-
justed to any length desired for the
creation of odd time signatures or for
extremely long or short patterns. Odd
time signatures or pattern lengths are
not displayed and must be coord:nated
with the click track.

The Linn Drum only records in
real time. For pattern recording, the
Linn Drum will play through the pattern
length and continue to loop until you
have programmed all of the drums
desired. One or more drums may be
played at once giving the feeling of ac-
tually playing a kit. Specific notes may
be erased in real time or entire patterns
or songs may be erased at the punch of
a button. Patterns may be doubled by
hitting a copy button, and may also be
appended together to form sorgs. In
the song mode, patterns may be in-
serted between two other patterns or
specific patterns may be deleted from
the song and replaced by another pat-
tern. Patterns of ditferent time
signatures may be combined into
songs, but this unit will not memorize
tempo changes, and so changing tem-
pos must be done manually in real time.
If the unit sync tone is laid down on a
tape track, the pre-programmed song
will follow the sync tone to make the
correct tempo changes. An error cor-
rection circuit will correct your playing
for perfect timing. It can correct your
playing to the nearest 8th note, 8th note
triplet, 16th note, 16th note ‘riplet,
32nd note, or 32nd note triplet. Error
correction may also be turned off to
give your song a human feel, complete
with tempo problems if so desired. A
shuffle selection mode allows one, while
recording, to choose from six different
shuffle feels. One nice feature of this
machine is that once you have record-
ed the shuffle, you are not necessarily
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swuck with that feel. The six-shuffle feels
may also be applied after recording to
give a producer an idea of what
percentage of swing he would like for
that tune.

The Linr Drum has the abiity
to dump pattern and song memory
onto cassette for later retrieval in order
to build a library of patterns and songs.
As stated previously, the Linn Drum will
generate a sync signal so that it may be
synched up to tape machines. A remote
switch can be plugged into the back
panel for stopping and starting the Linn
Drum, and pedals may also be plugged
into control voltage inputs to change
the tuning of the drums. This may also
be hooked up to synthesizers with con-
trol voltages and gates. The Linn Drum
has the ability to interface with any se-
quencer. The trigger output on this unit
is programmable by the front panel. It
can be used to drive the gate input on
any synthesizer, at any interval chosen
by the error correction buttons, or then
can be triggered by the cowbell output
and played whenever the cowbell is
played. Five trigger inputs may be
assigned to any drum on the front
panel. The trigger input is actually a
sophisticated audio circuit with thres-
hold controlled by an adjustable screw
on the back panel. This way, the drum
may be triggered by a sequencer, a
microphone, or & Syndrum. The trig-
gers could be hooked up to a tape
machine to replace a poorly recorded
drum track. The unit is friggered by the
previously taped drum allowing for the
Linr overdub to have exactly the same
feel. Additionally, the back panel has fif-
teen output jacks for each individual
voice so that they may be run through a
regular mixing console for more
sophisticated EQ and effects genera-
tions.

The sounds of this Linn Drum
were simply incredible, The drums had
depth, good attack, fine low end, and
good long decay. The cymbals also
were impressive with their length of
decay If you are not happy with these
sounds, or if you would like more tom-
toms to replace perhaps conga or per-
cussion, you may order the Linn Drum
with zero insertion sockets so they can
send you new chips for simple user
replacement as they expand their
sound library. If you are so inclined,
you can send a half track, fifteen IPS
tape, and they will program the sound
of your very own drums onto chips
which tnhey will then send to you. The
Linn Drum uses the same playable but-
tons that the Oberheim uses, and the
feel and playability of this unit is very
good. | must say | was quite impressed
with the sound and the operation of the
Linn Drum. The unit is much smaller
than the LM-1, being merely twelve in-
ches deep, four inches high, and twenty
inches wide. The price is $2,995.00

Each of the units discussed
above have a great deal to offer for the
budget in which they fit. | do not see
these units as replacing drummers as
most recordings you have now heard
using these drum machines, have ac-
tually been played by drummers
because of their ability to compose the
rhythm patterns necessary. They can
save time, though, and in a studio, time
is equated with money. [ can definitely
see some of these units replacing studio
drum kits in the future.

I would like to thank John
O'Pat, Jerry Jacob, Ed Bannon, Gordon
Rudd, Todd McKinney, Roger Linn,
].D. Sharpe and Fred Waxler for the
donation of time and equipment in
order to make this article possible. I
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Raul Suarez

Experience: Guitar and
keyboard player; sound
company owner; live and
recording engineer.

Q: How does someone learn about
sound when he’s just getting
started?

A: Well, V'll give the same answer
that was given me when | was just
getting started: Read brochures.
Manufacturers print literature about
their equipment, and we try to keep
it all on hand at Leo’s Pro Audio.
You can learn about all kinds of
equipment this way. Some manu-
facturers print application notes
that give detailed information on
how to use different kinds of
equipment. Also, at Leo’s we're
always happy to answer questions
and give advice on just about
anything.

Q: What new kinds of equipment
are manufacturers coming out with
now?

A: In the past year or so, both
manufacturers and consumers have
tended towards compact integrated
systems. Before, if you really
wanted sophisticated quality equip-
ment, you had to buy separate
components. Several companies
have now come out with really nice
units that have all the features and
power of the separates and the ease
of using a compact unit. A lot of
the component stuff that is on the
market doesn’t even compare.

Q: But aren’t there still advantages
to component equipment?

A: Obviously a compact unit cannot
be made to suit everyone’s needs.
Components still offer greater
specialization and allow for more
complex setups. But compacts are a
really good alternative to com-
ponents, and now they can put out
a lot of sound.

JUNE 1982

SOUND ADVICE:

A sound professional from Leo’s Pro Audio
answers four frequently-asked questions
about concert sound equipment.

Components still give you the
flexibility to pick the piece of
equipment that has the features
you need. It allows you to have the
advantages of a bi- or tri-amped
system, or a sophisticated monitor
system.

After having worked in other
stores, | enjoy working in a place
that carries as many different kinds
of equipment as we do at Leo’s. It
means that we can provide our
customers with the right kind of
equipment for any situation.

Q: What about special effects, and
compressors and equalizers — don’t
these make things sound better?

A: Only to a point. A weak link in
the sound system will still be there,
and using lots of signal processing
may only be a futile attempt to
hide it. It’s sometimes better to
upgrade than expand. Once you
have a system that’s good enough
for what you’re using it for, then
effects can make a huge difference.
They can fatten up the sound and
improve it a lot.

WE SPECIALIZE IN AUDIO EQUIPMENT
STUDIO... REMOTE... LIVE!

(415) 652-1553

Y LEO
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at home
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in the studio

Chances are, live sound mixing was not one of the options presented to you by your high
school career counselor. Except for those of us in the business, very few people even realize that
there is an actual need for our existence. What notice we do get is often in the form of: “Nice job on

the lights!” “"What is it you do, exactly?’

FARYS

Why'd ya hatta sit that big contraption right in front of our

seats,” and "I hope ya ain't gonna stand once the show begins!” What kind of person thrives on
widespread non-recognition and occasional verbal abuse—and why? To get their own observa-
tions on their choice of occupation, we spoke with two of today's top sound mixers—Shep Lons-

dale and Kevin Elson.

YN N T Tl
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Shep Lonsdale

by Pat Maloney

lthough many mixers spend
several years working for unknown
groups before connecting up with a big
name act, British-born Shep Lonsdale
started out somewhat differently. “The
first band I ever worked for was the
Yardbirds. I went to the same art school
in England that Eric Clapton attended. I
soon began going to his gigs and
helped out by setting up equipment,
shoving cases about, etc. The term
‘Roady’ didn't exist then but I guess

that's what [ was.”

While working for other Eng-
lish bands such as the Who and Pink
Floyd, Shep began to make a name for
himselt as an accomplished drummer
and musician in his own right. Eventual-
ly he drummed up a position with an
American band from Philadelphia and
returned with them to the States—a
move which later led to a year and a
half association with the ]. Geils Band as
house sound mixer. Eventually his twin

talents tor drumming and engineering
got him a position as co-engineer for
the Doobie Brothers.

"l started with the band in
1975,"” Shep recalled. "Grey Ingram
and myself were responsible for the
house mix at the time.” Since drums
were his specialty, Shep concentrated
on the 34 channels that were reserved
for the two drum kits and Grey handled
the balance of the mix. "We did that
together up until 1978 when I left to
play with the band "Charlie.” A year
and a half later I joined Toto and mixed
their monitors for 6 or 7 months.” Since
the band was composed of studio musi-
cians, this job proved to be a real chal-
lenge for Lonsdale as they expected to
hear the same quality of sound onstage
that they were used to hearing in the
studio. “At the end of the 6 month tour
we ended up in Calavaras, California,
where we opened the show for my old
friends, The Doobie Brothers. I mixed
the monitors for Toto and then went out
front and did the house mix for the
Doobies! So [ had come full circle and
['ve been with them ever since. The
only difference is now I'm doing the en-
tire 60 channel mix myself!”

The most recent Doobies tour
ended last November and Shep was
quite pleased with the PA system that
had been provided by Innovative
Audio. "The speakers are actually the
old Tychobrahe columns with ]BL com-
ponents consisting of two 15's, a horn
and two JBL “bullets.” Two of these
were coupled to a subwoofer bin con-
taining four 18's and the three cabinets
were then hung together as a single
unit. In a typical arena we would fly six
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Every sound professional
knows that loudspeaker array-
ing is a complex art. The his-
tory of sound reinforcement
has seen a succession of
theories and sophisticated
calculations dealing with such
concerns as coverage, acous-
tic power, and directivity. At
each step in that succession,
it has been the translation

in the field of the theoretical
ideal to the real that has
pointed the way to improve-
ments in the theory.

The Meyer Approach

At Meyer Sound, we've
applied over a decade of re-
search and field experience
to the production of a growing
line of reinforcement foud-
speaker systems optimized
for arraying, and we’ve devel-
oped sets of simple, clear
guidelines for applying these
systems. For the professional
user, calculation and exper-
imentation are replaced by

a body of dependable tech-
niques offering the means

to make arrays which afford
consistent, exceptional

Polar Control

An important key to this per-
formance is careful control of
polar response. Meyer Sound
reinforcement systems are
designed to be coherent not
only in terms of phase, but
also in terms of propagation.
For this reason, the crossover
transition in Meyer systems is
smooth and seamless, and
frequency response remains
consistent over long throws.
In arrays, propagation coher-
ence means smooth addition
between adjacent units,
minimizing lobing and produc-
ing a coherent image of the
source behind the array. In
practical terms, this means
even, controlled coverage,
greatly enhanced clarity, and
fittle or no need for room EQ.

2/5|DE
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Modular Design

Meyer Sound reinforcement
loudspeakers are designed as
modular systems: full-range
building blocks which offer the
flexibility to meet a wide vari-
ety of demands. This means,
for example, that the same
product which serves for live
music reinforcementina
500-seat club can be used to
make a large array for voice
reinforcement in a 15,000-
seat sports arena. Finally,
since the array retains the
performance of the modular
unit with which it is made,

its characteristics are
predictable.

User Orientation

For the professional in the
field, dependable real-world
performance is the ultimate
goal. At Meyer Sound, we
direct our efforts in system
design and documentation
toward making that goal more
achievable. If you would like
more information on the

FORBW theory behind our arrayable
ancie o Systems, and how these sys-
““’"“’ tems can be made to work for

: N performance. you, call or write us today.
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Meyer Sound Laboratories, inc.
2194 Edison Avenue,

San Leandro

California 94577
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Sound
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Suddenly,
elsehasto

Series Three from QSC. From this point on, every sound installations.

other power amplifier takes a step backward. We met our goal. As amatter of fact, we significantly
We've designed what will be the standard from exceeded it.
which everything else is measured. Take a look below at the features of our Series

Series Three combines high-performance, reliability, ~ Three amplifiers. High-efficiency circuitry, soaring dy-
and microscopic attention to detail, design and the namic headroom, true dual-mono configuration, front-

execution thereof. removable modular design. And we've packaged it all
Our overall goal was to provide a series of reference-  in a low-profile chassis. More power, less rack space.
quality professional amplifiers designed specifically We were so impressed with our prototype Series

for major studios, touring companies and engineered Three amps that we decided to take them into the field

PASSIVE COOLING HIGH POWER/LOW CENTRAL WELDED STEEL AC
No fan noises. No internal PROFILE DESIGN AND TRANSFORMER BAY
dust build-up. Using high efficiency For maximum strength and shielding.
output circuits for cool,

FRONT REMOVABLE high reliability operation. FLOATING INTERNAL

CHANNEL MODULES CONNECTOR SYSTEM

All electronics for each Prevents contact damage

channel can be exchanged from road vibration. All gold

while amp is in rack. contacts in signal level path.

CHANNEL 1

SIGNAL LEVEL POWER DUAL MONAUR

-
CLIP —6db —30db PROTECT

PRECISION 31-STEP OVER-TEMP CLIP INDICATOR POWER/PROTECT

DETENTED GAIN CONTROL WARNING LIGHT Flashes during all types INDICATORS

Gold plated wiper and Begins flashing 10°C of distortion. Monitor status of Load

sealed body design assfures before thermal protect. Grounding™ protection relays.

accuracy and freedom from | i layed

sonic de)éradation. LEVEL INDICATORS afna{);rsw?i:%gjri ?l?rr?z)eﬂ, DC,
To monitor output. sub-audio, power interrupt,

and over-temp protection.



everyone
start over.

for strict “A/B” performance comparisons. We com-
mitted them to actual working environments. They
were compared in critical listening tests for audio qual-
ity and performance during peak power conditions. As

approach. So we urge you to look into our Series
Three amplifiers. Because while everybody else
is looking where they’ve

been, QSC is stepping

each channel.

CHANNEL 2

high-impact bass
performance.

POWER SIGNAL LEVEL

~

PROTECT —30db —6ab CLIP

and transformers. Binding
and barrier outputs provided.

we had expected, the response was overwhelmingly into the future.
positive. The Series Three amplifiers outperformed
the nearest competitor many times over. QSC Audio products
The moral of the story: Why settle for a product 1926 Placentia Ave.
that’s only outstanding in a few areas? QSC Series Costa Mesa, CA 92627 AUDIO
Three is the culmination of a comprehensive design Phone (714) 645-2540
TRUE DUAL MONO COMPREHENSIVE
CONFIGURATION B e INTERFACE PANEL
Two completely separate Includes 2" RTS, XLR, and
amps only sharing common AND MULTIPLE barrier inputs. Provision for
AC cord for maximum PARALLEL, LOW ESR active or passive accessory REINFORCED
reliability and flexibility. FILTER CAPACITORS input modules such as FRONT AND REAR
All protection separate for Provides exceptionally tight, cigecpReriiller, limitars. RACK MOUNTS.

SERIES THREE ‘ -

SEPARATE AC SWITCHES FRONT MOUNTED RECESSED MASSIVE OUTPUT
Enable single channel to be CIRCUIT EREAKERS CONTROLS SEMI-CONDUCTOR
powered up or down. Useful No fumbling around in the Preventdamage and SECTION

for emergency speaker back of the rack. accidental movement.

Assures long-term reliability

changes during performance. under abusive conditions.
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of these per side plus a couple more for
side and rear fill.” Cerwin-Vega amp-
litiers powered the system.

“Innovative Audio has been
very good about working with any sug-
gestions we've had about modifying the
system,” Shep declared. "They are real-
ly into improving the system and are
continually updating it. I'd hate for any-
body to think that it's anything like the
old Tycobrahe system—it's not!
Tycobrahe used to be Jim Gamble's
company years ago and I've been
using Jim's mixing consoles for about 2
years now."

The boards have been modi-
fied by Dirk Shubert of Shubert Sys-
tems Group in L.A. and are, in Shep's
opinion, "... just incredible! They are
the best boards 1 have ever worked
on." According to Shep, Dirk was in-
volved in the original design of the
boards and has speeded up the front
end a bit. The onstage monitor mixer
has 40 inputs feeding 16 separate
busses while the two house boards have
30 input channels apiece.

The house mixers were origin-
ally set up for 24 inputs but Shep had
another six added when they were
customized to accommodate his effects
return requirements. Sixteen subgroup
faders are available in the mono mode

or eight in stereo applications. Shep ac-
tually uses a combination of mono and
stereo grouping during a typical con-
cert, with most of the groups being
stereo with just a slight spread. "I don't
feel it is right to mix in full stereo
because the majority of the audience
can't hear it the way I do. So [ spread
things like the toms and background
voices just a little and reserve extreme
stereo for a special effect. For instance,
I'll sweep the guitar or the piano during
instrumental breaks. Background vo-
cals are run through a Lexicon 224 dig-
ital reverb and then spread around a
bit.”

Other effects devices include
two Eventide Harmonizers, a rack of
Valley People processors, and 12 chan-
nels of Omnicraft passive noise gates—
all equipment that Shep says holds up
very well on the road and sounds great
as well.

The Doobies have a micro-
phone endorsement deal with AKG and
therefore tend to use a lot of their mikes.
For the drums Shep uses an AKG D-12
on each of the kicks, C-414's on the
toms, 451's on high hats, and Senn-
heiser 441's (left over from their earlier
Sennheiser endorsement days) on the
snares. "I designed and built the snare
drums in collaboration with Drum

46 Circle »028 on Reader Service Card

Workshops,” he pointed out, “and they
produce such a good sound that I just
mike them from the top. I also use a
single AKG C-34 stereo mike set to the
mid-side configuration over each drum
kit and the sound is terrific!” AKG 451's
were chosen for the vocals while Coun-
tryman active direct boxes were used
on the bass and keyboards.

By the time you read this arti-
cle, Shep will be on the road again with
Toto in Japan. Only this time he will be
in control of the house sound, not the
monitors. He's not exactly getting off
easy however, as the group's 17 key-
boards will help to insure that all 60 in-
put channels see some action along the
way. "In Japan we will use a PA pro-
vided by Hibino Sound. Its' a JBL sys-
tem that we've used five times now and
are very happy with. It's available as a
three or four way setup depending on
your requirements. The sound is excel-
lent, the crew is amazing, and | recom-
mend them highly “

At the conclusion of the Toto
tour, Lonsdale plans to go out with the
Doobies again in July or August. Con-
stant touring under high pressure con-
ditions and general life “on the road"”
can quickly disillusion the faint hearted,
so the importance of a proper attitude
toward this line of work is particularly
important. Shep's attitude toward live
sound mixing has always been musical
rather than technical, he says. "Al-
though 1 have a good deal of technical
knowledge, 1 try to keep it out of the
way when I'm mixing! When [ start
working for a band and they want me to
mix [ first go to their rehearsals, sit
down in the middle of their setup and
just listen. I'll walk around and sit in dif-
ferent places while they rehearse and
try to get the feel of what it is they are
trying to do with their music. 1 ap-
proach mixing as if my board were a
musical instrument —like a huge synthe-
sizer. Instead of making electrical con-
nections however, | am controlling the
creative output of the actual musi-
cians—real people who are playing
and trying to create a musical environ-
ment for the audience. | try to capture
the essence of what they are doing and
bring that out in the mix.

“Also, if | feel that a particular
tune or segue isn't working, Il tell
them. And since the people | work with
know I'm a professional musician they
will listen to me. I'm not just employed
by the band —I hang out with them and
they are my friends as well. So [ try to
develop a really good relationship with
all the groups [ work with. I won't work
for a band I don't like—musically or
personally.”

And that's a mighty healthy at-
titude to have in this business—if you
don't like what you're doing, nobody
else will.
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Versatile Systems

Take the Otari MX5050 Mark I half inch eight track, with
teatures like dynamic braking and microprocessor controlled
transport logic, negative and positive zero search with real time
L.E.D. display, automatic monitor switching, single button noiseless
punch-ins, a complete session controller that lets you tuck the
------- ¥ machine away.* and the reliability and consistency that have made
‘e Otari tamous.

*The CB-110 Session Controller is optional.

Now match it with the RAMSA 8112, a console set up to do double duty: recording
and sound reinforcement. Unlike any other console in its class, the 8112 has 174 inch as well
as Cannon connectars, — 10dB or + 4dBm output tor
tape recorder compatability, 12x4x 1 format
with a tull 8 track stereo monitor, a 3 band e.q. with
switchable highs & lows and sweepable mids,
balanced mic inputs, peak L.E.D.s tor each
channel, channel on oft, complete solo
system, E.Q. bypass. and the
sonic excellence that has made

Panasonic tamous throughout the world.

The 8i12 is just one of 7 RAMSA
consoles available from Bananas, and RAMSA
is only one company in our diverse line of products
musical instruments, sound reinforcement, recording
& broadcast gear. So before someone sells you a product
that costs more and does less; check with us

) >
802 Fourth Street (4th & Lincoln), San Ratael (415) 457-7600
Hours: 11-0:30 Tuesday -Friday, 11-5 Saturday & Monday
Closed Sunday,
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Kevin Elson

by Jack McDonough

ourney soundman Kevin El-
son—who bo:th produces the band's
records and mixes their live sound—
vividly recalls the time in 1973 when, at
the tender age of 29, he got his baptism
hy fire into the worla of concert mixing
with Lynyrd Skynyrd, who had just re-
leased their -irst aloum and beer. out on
the road as the opening act for the
Who's "(Quadrophenia” tour.

"It was just a crazy time,”
laugghs Elson now. "The band went from
playing 0 200 people in Southern
nightclubs to playing arenas like the
Cow Palace in San Francisco almost
overnight. In fact the Cow Palace was
the first arera we played. Talk about
scared people!

""he biggest problem was
peing giver cpening act equip-
ment—an eleven channel Sunn board,
behind the stage. No out-front mix pesi-
ton. So it was mix to where you
thought it was close, then run out front,
Iisten, run pack, get up on stage again,
adjust, run back out front. It was sink or
swim—a seven piece band with eleven
Inputs. it was really a frustrating time.
But [ learned a lot.”

The frustrating times are well
behind Kevin now, since Jour-
ney —icr.g one of most popular tour
bands and now, with the success of
Escape anc its three chart busting
singles, one of the top record-sellers as
well —spares no expense in getting the
concert sound they want,

The Journey system, put to-

gether by Audio Analysts of Montreal
from a design they created with an as-
sist from Clare Brothers, is a 48 cabinet
system, with most of the cabinets, ex-
plains Elson, “flown in a circle around
the stage.” Each cabinet ‘s a 4x4 model
S14 and contains two JBL K151 18"
speakers, four JBL K110 I1C” mid-bass
speakers, one JBL 2441 2" zustom-
made throat compresser driver, and
two cf the brand-new Yamaha tweeters.
The sys:em is powered by Phase Linear
700 Series 2 amps, with JBL crossover.
The mid-bass, notes Elson, crosses at
250 cycles, the midrange at 1200 and
the highs at 6500. Each cabinet is rated
at 1000 watts EMS, ard the sound is
mixed on a 36-channel-in, eight-chan-
nel-out Midas console.

Journey has keen using this
system for three years {Bruce Spring-
steen is another long-ume user) and
Elson says its principal virtue is that "it's
very loud but remains clean. It's a real
flat system—like walking into a studio
with the monitors cranked all the way
up. It's also very portable, quick up and
down, and will all fit into one trailer.”

Elson came to Journey at the
very beginning of 1979, atter having
spent six years {1971 to 1977) mixing
on the road for Skynyrd, right up to the
night when that band's career was shat-
tered when their chartered plane went
down over a Mississippi pine forest.
Kevin—who did rot regain conscious-
ness until the second day after the acci-
dent—sustained serious foot, hip and
head injuries (he says he now has only
25% use of his right foot, which lost a
joint and had te be bolted and pinned)

was unable to work for a year after-
ward. Then Clayton Johnson, a San
Franciscan and former Bill Graham em-
ployee who had been Skynyrd's stage
manager, referred Kevin to FM Pro-
ductions, who hired him for Van Mor-
rison's late 1978 Wavelength tour.

"On our first day of rehearsals
at S.I.R.,” recalls Kevin, "l ran into
Journey's road manager Pat Morrow,
whom | knew because Journey had
done some dates with Skynyrd. Pat
took me to meet Herbie (Journey mana-
ger Herbie Herbert, who now also
manages Elson's career as well) and |
liked the situation right away. The peo-
ple were very personable, very close,
and that was a main concern for me
because Skynyrd was a real family
situation and [ wanted to be able to find
that again. And Herbie told me right
away, 1 want you to advance. | don't
want you to be just a sound engineer.’
So that was it. | moved to San Francisco
and began working for Journey.”

Since then he has co-produced
Departure with engineer Geoff Work-
man {who had also engineered Journey's
two previous albums, Infinity and
Evolution, with producer Roy Thomas
Baker); solely produced the live LP
Captured; and produced most of the
material for Escape. Kevin became
eligible for a 1982 Grammy when
Escape was nominated as Best Engi-
neered Recording, but Steely Dan's
Gaucho took the award.

Elson also co-produced (with
Journey) the soundtrack for the
Japanese film Dream After Dream,
which has had only limited release in
the U.S. This album, cut at the ultra-
modern CBS/Sony Shinanomachi Stu-
dios in Tokyo (a Hidley/Westlake studio
which Elson says is almost exactly
similar to another Hidley/Westlake
room, Fantasy's studio D, where Es-
cape was cut) was definitely one of
Kevin's tougher assignments since
everything has to be cut and mixed in
two weeks. Another problem was deal-
ing with the Japanese engineers via an
interpreter “who couldn't pick up on a
lot of the terms we'd use.” Despite the
pressure he says "it was very rewarding
because the work was so fresh and dif-
ferent.”

Elson believes that his main
contribution to Journey's success “was
in getting them to loosen up, convinc-
ing them to perform the way they felt,
and that it didn't have to be letter-per-
fect. Especially Steve (Perry, lead
vocalist). He was so into having to do
every line perfectly that it drove him
crazy.”

“Journey had learned a lot
from Baker (their former producer) but
they needed more in terms of direction
and involvement. They had good
songs, and performed well because
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Plug into us.

You'll like what you hear.

Plug in the board. Connect all
the components. Flip on the power.
Thread the tape. Ease up the pots.
Stand by. Everything’s ready to roll.

By the time you'’re set up, you
want your equipment to perform
like a well-rehearsed symphony
orchestra.

At Premier Audio, Inc., we
know how to put the pieces
together to give you the
high-quality sound you want — and
avoid the problems you don’t want.

We have sales and service

specialists for a broad range of
professional sound systems and
accessories. And our technical and
acoustical consultants have some
pretty good experience turning big
sound problems into things of the
past.

If you're getting ready to plug
in, but you've got equipment,
service or acoustical problems to
plug up, write us. Or better yet, call
us today at 214/247-6522. You'll like
what you hear!

PRENMIE

AULDIO)

INCORPORATED

11258 GOODNIGHT LANE
SUITE 101
DALLAS, TEXAS 75229

Circle/#030 on‘Headet Sewvice Card



Baker demanded good performances.
But if they were booked into a studio for
six hours a day, and things began to gel
at the end of the session, it was tough
luck because it was time to move out for
the next band. It was the worst case ['ve
seen of that whole L.A. studio situation.

"So | approached it the way
Skynyrd would—just go for takes, and
it it feels good, fine. Departure had a
bit of that lossening up and Escape
really came around to the point where a
lot of vocals were one-take. We even
had situations where a scratch vocal
done during basics ended up being the
tinal vocal performance, because to try
to go out and perfect them just wasn't
happening.”

To do the live album, Cap-
tured, Elson used the 24-track truck
owned by Le Mobile of Montreal,
which he describes as “a studio on
wheels. It's got twin Studer machines,
Neve console and just about every
piece of outboard equipment you'd
need. The guy does a lot of Canadian
television with the truck so it's all ana-
lyzed pertectly for mixing.”

Kevin says he recorded “about
ten shows” on the 24-track and did
some other shows on two-track and
eight-track setups. “For each show [ re-
corded [ made a cassette at the same

time and then had cassettes made for
each of the players and let them make
lists of their favorite takes. It really
helped because we didn't have to get
into the studio and sift through every
little thing. Then [ took the tapes to
Doraville (to Studio One, where Elson
had previously worked with Rodney
Mills mixing Skynyrd's Street Surviv-
ors) for mixing. The band had heard
the material so much after playing it for
eight months that [ thought they'd lost
some perspective, and they said, ‘Just
go and do it, we'd rather just hear it
when it's done.” And that worked out
fine, because it gave me the freedom to
focus on the strengths of the band and
to put out what I thought they sounded
like live. It meant a lot to me that they
gave me that respect and that leeway.
So I brought back a mastered version
and luckily everyone was pleased.”
Returning to Doraville (Elson’s
“favorite studio for comlort”) for a pro-
ject on which he had been given his
freedom was for Kevin a reminder of
that earlier work on “Street Survivors.”
Due to a management deci-
sion, Kevin—despite the fact that he
had mixed Skynyrd's live sound from
the very beginning —did not participate
in the creation of Skynyrd's only live
album, One From The Road. Instead

that LP, which drew negative critical
comments from many quarters upon its
release, was produced by the well-
known Tom Dowd, who also did the
original production on Street Survivors.

“When the live LP was done
and [ wasn't involved,” recalls Kevin,
“that turned me around a bit. I con-
tinued to do the live sound but it wasn't
with the same dedication because [ felt |
could do better work than what was
being done. At that point I had no
reason to argue, and Street Survivors
was a classic case. The album started
with Dowd at Criteria, and the band
wasn't happy with what was going on. [
think a lot of it was Steve Gaines. It was
his first studio record with them and he
was willing to say he didn't like it.

"At that point Rodney Mills
and [ convinced the band they should
recut. After pulling out from Criteria
they gave me safety copies of the mas-
ter and [ went to Doraville and redid the
drums with Artemus. We did a quick
mix and took it back to the band and
said, 'This is the difference, just with the
drum tracks.” And they said okay and
we started recutting. Dowd's only work
after that was in-arranging the horns for
‘What's Your Name' in L.A.”

Kevin, who was given a “spec-
ial engineering credit” on the LP says

s
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ECOPLATE
$5000

THE FAMOUS
ORIGINAL
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ECOPLATE Il
$2750
THE MOST COST EFFECTIVE
REVERB IN THE WORLD

n ECOPLATE"

When so many famous studios and

— recording engineers choose
: ECOPLATES for their exceptional
musical qualities, isn’t it time you
thought about owning one?
Bruce Swedien, Engineer for
Quincy Jones, Michael Jackson
Don Hahn, Director of A & M Recording
Studios, Engineer for Herb Alpert
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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that "My main contribution was getting
the band reorganized and convincing
them they could do a better record. |
did a lot of work getting guitar sounds,
trying different amps and systems. But
the sound of the record is Rodney Mills’
work."”

Elson’s general approach to
production is that “once the basics are
set and the album is rolling I start to
tune in on arranging. [ work on getting
more said in a shorter time. [ like guitar
solos to be memorable, just like a vocal
melody, so that if someone hears it once
they'll remember it and hum it."

These traits date back both to
his own earlier days as a musician
(keyboard and guitar) with local bands
in his native Jacksonville, Florida (one
of his colleagues was Donnie Van Zant,
who introduced him to brother Ronnie,
lead singer for Skynyrd) and to his
observations in the studio of Al Kooper,
who produced the Skynyrd debut LP.

“From Kooper | began to learn
what could be done with arranging.
When the band went in they had a
good idea of studio work having done
demos in Muscle Shoals with Jimmy
Johnson, but Kooper really broke
things down into what guitar parts were
needed and got everybody listening to
each other so they'd know what each
other were doing. So I was learning
more than what the consoles and re-
corders were doing, learning more
about breaking down songs, and since |
had been a player I could understand
what he was working for.”

And why did he make the
switch from player to engineer? Well,
says Kevin, "T used to go to the Jackson-
ville Coliseumn to hear groups and it al-
ways sounded bad. I always wanted to
try to figure out why—aside from the
obvious reason of the building itself
being so bad. So I just got more in-
terested in actual engineering and after
my band split up I thought I'd find a job
in a local studio trying to learn more. At
the time Skynyrd was still playing as
The One Percent so [ started helping
them with their P.A. systems. Then in
71, my senior year in high school, they
went up to Muscle Shoals to do their
first demos and [ went up with them.
And eventually I just decided that I
didn't want to be in a band. I wanted to
be able to depend on myself for my
career rather than depending on a
band full of other people.”

Kevin expects work on the
next Journey album to begin midsum-
mer with an eye toward early Septem-
ber release. He is also working with
415, a new young band also managed
by Herbert/Nightmare, and has just
completed producing the third album
by Shooting Star, done mostly at
Caribou ranch with some wrapup at
Fantasy. |

As we move into the summer concert season, we
thought it would be appropriate to list some of the more ac-
tive sound reinforcement companies currently in operation.
This list will be updated in the not too distant future, so it you
were inadvertantly left out, please get in touch soon so we

can add you to the next list.

SOUND REINFORCEMENT OPERATIONS

WEST OF
THE MISSISSIPPI

ALL STAR SOUND & RECORDING
1070 Front St. #1, Ventura, CA 93001
(805) 653-6661

Contact: Bob Spittle

ALTEC LANSING
1515 So. Manchester Ave., Anaheim, CA 92803

(714) 774-2900

Contact: Gary Riling

Equipment: Altec Lansing produces a comprehensive ine of con
cert sound reinforcement products, including the patented Man
taray* constant directivity horn the 9. 1270 Powe:
Ampltiers {up to 800 watts), and a
Stanley ScreamerTM loudspeaker
single subwooter systems, dual and
tr

amp ready systems, two way monittor sy
frequency band pass filters and related

Se;x ices Available: /

N mond lor: lenninas arton John

Pink Floyd'’s Altec System
by Brittania Row Audio.

ARMADILLO SOUND & LIGHTING

1968 Chambers Rd., St. Louis, MO 63136
(314) 869-7842

Contact: Howard Hunze

AUDIBLE SOUND SYSTEMS
8857 Venice Blvd., Los Angeles, CA 90034
(213) 204-2922

Contact: Gieorge A Castleberry

AURORA SOUND CO.

104 Verna St., Lafayette, LA 70508
(318) 837-1650

Contact: Clarre "Ralph” Peyton. Bill Peyton

CISCO SOUND

P.O. Box 16583, Lubbock, TX 79490
(806) 763-3537

Contact: CK Bucy

COLORADO CONCERT SOUND

P.O. Box 1652, Longmont, CO 80502
(303) 772-3922

Contact: Tom Beaman

CONCERT SOUND CONSULTANTS

405 W. Washington #65, San Diego, CA 92103
(714) 298-8478

Contact: David Scheirman

THE DELICATE PRODUCTION CO., INC.
7651 Deering Ave., Canoga Park, CA 91304
(213) 883-2190

Contact: Spy Matthews, Chns Smyth

DYNA-MIGHT SOUND & LIGHTING

3119 A South Scenic, Springfield, MO 65807
(417) 883-4549

Contact: John M Gott

FAS AUDIO SERVICES
5219 Craner Ave., N. Hollywood, CA 91601
(213) 8779711

Contact: Rick (‘onyers Mirk Wilhams sty Amodex
Equipment: |

Sennhewser. Sony. Beyer HME  Speakers JBL. Shur

er \ltec

FILAMENT PRO AUDIO

143 E. Arrow Hwy., San Dimas, CA 91773
(213) 339-0081, (714) 592-2848

Contact: Frank Oppenstein

FM PRODUCTIONS

1275 Minnesota St., San Francisco, CA 94107-3489
(415) 647-5600

Contact: Larry Hitchcock

JAMES B. LANSING SOUND, INC

8500 Balboa Blvd., Northridge, CA 91329
(213) 893.8411

Contact: Ronald H Means

MATEEL SOUND CO

432 Church St., Garberville, CA 95440
(707) 923-3388

Contact: immy Dangler

e. EV
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MATRIX SOUND SERVICE

San Francisco, CA

(4185) 587-1240

Contact: Joe Bajza

Equipment: We maintain a complete stock of P A system equip
ment which we will custom tailor to your needs and budget from a
%50 00 per mte club system to a $1.000 00 per nite concert sys-
tem Harhinger horn-loaded house speakers and 524 monitors are
featured because they deliver the loudest, cleanest, flatest sound in
the smallest packages available We also use Yamaha and Crown
power amplifiers Our mixers are Yamaha and Tangent Micro-
phones include Sennheiser’s, Shure’s and E-V's

Services Available: Complete sound reinforcement service with
delivery. set up and staft or "out the door” rentals We will rent a
single microphone (or 50). echo unit, snake, "comm umit” or what
ever you needd We also have weekly and monthly rates

MCCUNE AUDIO VISUAL

951 Howard, San Francisco, CA 94103
(415) 777-2700

Contact: Ken lacobs. Pat LaGrave

GENE AND WENDY MICK
Albany, CA 94706

(415) 525-4871

Contact: Gene Mick

NAKED ZOO ENT. INC.

7271 Washington Ave. So., Edina, MN 55435
(612) 944-2234, 922-2234

Contact: David Fish, David Farrell

NORTHWEST SOUND, INC

P.O. Box 3586, Portland, OR 97208
(503) 286-9411

Contact: Bob Sterne

NOVA SOUND RESEARCH

2323 Corinth Ave., W Los Angeles, CA
(213) 477-1938

Contact: Harry Cirossman

PERFORMANCE AUDIO

2358 So. Main, Salt Lake city, UT 84115
(801) 355-8890

Contact: Klay Anderson

- =
B3 =
ALY

Pro Media San Francisco, CA

PRO MEDIA

185 Berry St., #3865, San Francisco, CA 94107

(415) 957-1383

Contact: Debra Kay

Equipment: Pro Media's rapid growth 1n professional sound rein
torcement 1nstallations and concert recording work 1s a direct re
sult of the dedicahon of its owner, Drew Serb The business phil
osophy of Pro Media 1s to provide its clients the most critical ele-
ments 1n successful sound systems top grade and reliable equip
ment, manaqged by expenienced and prolfessional personnel
Services Available: Pro Media provides not only the necessary
sophisticated equipment to produce the sound its clients require.
but also offers experienced sound enqineering for the maximum in
concert sound coverage, audio muang. and exciting sound
dynamics

Along with providing remote recording and engineenng support
Pro Media offers complete desian, engineenng and 1instaliation
service to users of professional sound systems

Pro Media both rents and sells professional audio equipment from
current inventory of products available from Meyer Sound Labs
Yamaha Ampex |BL. Lexicon UREl Altec IVIE, HME Vega
AKG. Sennheiser, AB Systems, ATD. Shure, TEAC® Mclntosh
Revox and many others

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

Contact: Randy Schiller

SHOWCO INC.

9011 Governors Row, Dallas, TX 75247
(214) 630-1188

Contact: Randy Heeder

SHYNE SOUND

40 Woodland, San Rafael, CA 94901

(415} 459-2833

Contact: Leroy Shyne

Equipment: TEAC 80 8 (8 track), Pioneer RT 4022 {4 track)
MCT 110B (2 track}, TEAC (035 w dbx NR cassette, Allen &
Heath 12 2 mixer, (Soundcratt 1S mixer & TEAC 35 16 16 track
avallable), 27 pair lensen transtormer splt, dbx 165 com

pressor/imiters, Orban Parasound reverb, UREI & MXR 31 band
graphirs, BGW and Sweet (" power amps; Kipsch M('M speaker
system, (4) Khpsch La Scalas. Bose 802 monitors

Services Available: Compact sound remntorcement service.
sound system design, nstallation consul s I
above systems have the capability of being solar powered for

n AL
1sultation and analyzahon All

SOUND CHASER

LIVE SOUND REINFORCEMENT CO
1345 Wt. “I” St., Ontario, CA 91762
(714) 984-4224

Contact: Darryl Lima, Steve Trunnell

SOUND ON STAGE

100 N Hill Dr. #30, Brisbane, CA 94005
(415) 468.2990

Contact: Ann'lerry Pletter

SOUTHERN THUNDER SOUND

766 Cromwell Ave., St. Paul, MN 55114
(612) 645-9736

Contact: Art or Hoy Welter

STAAR PRODUCTIONS

1118 W. Markham, Little Rock, AR 72201

(501) 372-1513

Contact: Mike Pinner

Equipment: Staar Produchons (stage, theatrics & aucho reintorce
ment) announces the last word in sound reintorcement—the alt
rew Omeaa V system Omega Vs a true 5 way system which not

ways ‘o prevent sound

system can be set up 5 difterent ways ranaing from all 40 cabinets
fiown from a customized truss network to setting on the deck with
sub bass on the floor The latter creating a low protile powertul
sound The system 1s powered entirely by Crown amps and IBL
speakers Monttor and house consoles are Stevenson interfaced
with 3 band parametric equalization All outboard equalization
being White ! 3 octave

Services Available: Staar Productions in cooperation with
Bylites Inc . 1s able to ofter a complete tour package For informa
tion contact Mike Pinner in care of Staar Productions

STANAL SOUND LTD

816 E. 25th St., Kearney, NE 68847
(308) 237-2207

STANAL SOUND LTD

16123 Valerio, Van Nuys, CA 91406
(213) 786-2500

Contact: Stan Miller

TECHNICAL SOUNDS INC /FAST TRACK STUDIOS
1906 E. 115 Place, Northglenn, CO 80233

(303) 457-0730

Contact: Terry McMurtry

TF.A INC

10701 Vanowen St., N. Hollywood, CA 91605
(213) 980-9070

Contact: Pierre D'Astugues

WAH SOUND

1115 R Street, Sacramento, CA 95814
(916) 444-5491

Contact: Walter Horstein

EAST OF
THE MISSISSIPPI

ATLANTA SOUND, INC.

500 Plazamour Drive Suite 3, Atlanta, GA
(404) 876-5600

Contact: Scott Waterbury

AUDIO ANYLISTS

13 Air Industrial Park, Plattsburgh, N.Y. 12901
(518) 561-5071

Contact: Bert Pare

AUDIO FREQUENCY SYSTEMS

4848 Prospect Ave., Cincinnati, OH 45242
(513) 772-8063

Contact: Harold Blumbera

AUDIO ONE

51 Hawthorne St., Elyria, OH 44035
(216) 323-6414

Contact: Rick Galbraith Bill Webner

AUDIO RENTAL SERVICE & SALES

268 W. Normandy, Chicago Heights, IL 60411
(312) 754-9191

Contact: GGary Cobb

AUDIO UNLIMITED OF NORTH AMERICA, INC
P.O Box 9225, Greensboro, N.C. 27408
(919) 274-4682

Contact: L.ois Washhurn Lewis, Ma

AUDY INSTRUMENTS, INC

235 Latayette St /P.O. Box 2054, Salem, MA 01970
(617) 744-5320

Contact: Al Kennedy

BRIGHTON SOUND

315 Mt. Read Blvd./P.O. Box 7977 Lyell Station,
Rochester, N.Y. 14606

(716) 328-1220

Contact: G T Sweeney

BRITANNIA ROW PRODUCTIONS, INC

21-29 45th Road, Long Island City, NY 11101
(212) 729-0600/0660

Contact: Micky Treadwell, Kevin Hartmann

CAPRON LIGHTING & SOUND CO., INC

278 West St., Box C-509, Needham, MA 02194
(612) 444-8850 (24 hours)

Contact: hm Warwick, President

CARLO SOUND & CASES INC

2 Music Circle E., Nashville, TN 37203
(615) 259-0300

Contact: John Logan David Threet

CINA-SOUND, INC
168 W. Camden Avenue, Moorestown, N.J. 08057
(609) 234-8948

Contact: Frank Conicella or Rob Dickson

CLAIR BROS.
P.O. Box 396, Lititz, PA 17543
(717) 733-1211

db SOUND

1226 Rand Road, Des Plaines, IL 60016
(312) 694.3737

Contact: Bruce Gordon

TERRY HANLEY AUDIO SYSTEMS INC
329 Eim Street, Cambridge, MA 02139
(617) 661-1520

Contact: T Hanley Dan Kidwell

52

THE MIX VOL. 6, NO.




JOYFULL NOISE RENTAL SOUND SYSTEMS
3206 Valley Lake Dr., Greensboro, N.C. 27410
(919) 294-2301/668-2091 eves.

Contact: im Reece or Ron Massengale

LANE MUSIC CENTER, INC

2015 Hart Street, Vincennes, IN 47591
(812) 886-9583

Contact: im Lane

MANTICORE SOUND

517 W. Third St., Cincinnati, OH 45202

(513) 721-3809

Contact: Tom Whisner

Equipment: BGW. TAD IBL. Yamaha, UREI, Sennheiser, Ashly,
Stevenson, Commumity, PZM, AKG, Shure. 4-way hanging
modular sound system, 32 channel house system, 24 x 8 moni-
tors, 3-way wedges and sidehlls, monitors can fly, 60 KW house,
15 KW monitor

Services Available: Concert sound. lighting and instrument ren
tal Specalists n MOR acts carrying orchestra. Maintain large full
time permanent statf Equipment and crew transportation avail-
able tor heavy one mghters

MIDWEST SOUND EXCHANGE

2175 Cornell Rd., Cleveland, OH 44106
(216) 229-2800

Contact: Jeft Palmer

M.S. ENTERTAINMENT

1001 E. Second St., Dayton, OH 45402

(513) 461-1202

Equipment: Sound systems for up to 5000 seat venues 28 x 8
main console; four-way speaker system, multiple, blamped and
tnamped monitor mixes, Evenhde and Lexicon effects, Shure.
Electro-Voice and Sennheiser microphones; dbx compression, ex
penenced main and monitor engineers available

Services Available: Authonized dealers for' AB Systems, Ashly
E-V. PAS. (speakers and amps), McCauley. Renkus-Heinz, SAE
Pro, Symetrix, Tapco, and Walker In stock rack and roadcase
hardware, Switchcraft audio connectors

NBF SOUND SYSTEMS INC.

Star Route Box 22, New Hope, PA 18938
(215) 862-2624

Contact: Brian Skinner

PYRAMID AUDIO INC.

16240 Prince Dr., South Holland, IL 60473

(312) 339-8014

Contact: Rob Vukelich

Services Available: Pyramid Audio 1s not just another P A com
pany We employ the latest technology from 12 years of ex
penence 1n studio design and construction in addition to the sale
and installation of professional audio for studios, sound design for
musicals and the design-and manufacture of pro audio products
The neat and clean appearance of our sound systems are in
dicative of their performance as well Combined with ultra high ef
ficiency and decewingly compact size, we offer the highest
degree of professionalism to your production with the least
amount of hassles and wasted seatng space. We come highly
recommended by all who have used our services

We have not specified any particular system due to the varying
needs of each production. Let us know what your requirements
are and we will be glad to satsty those needs.

REEL SOUND

1502 E. Jackson St., Bloomington, IL 61701
(309) 829-1612

Contact: Kevin Kelley

SAWMILL SOUND CO., INC.

330 South Dukeland St., Baltimore, MD 21223
(301) 624-7676

Contact: Michael Connell

SCREAMS AND ROSES AUDIO ENG.

8 West Sherry Dr., Trotwood, OH 45426
(513) 837-6350

Contact: David C Sheward

SEE FACTOR INDUSTRY

37-11-30th St., Long Island City, N.Y
(212) 784-4200

Contact: Bob See, Mike Sinclair

SOUNDZ MUSIC RENTALS

516 N. Milwaukee Ave., Wheeling. IL 60090
(312) 537-8211

Contact: Mr “C" Etian

SOUND SERVICE (div. of Audio System Inc.)
1776 Hempstead Tpk., E. Meadow, N.Y. 11554
(516) 794-2345

Contact: Charles ORourke

STEED AUDIO, INC.

1133 Pennsylvania Ave., Monaca, PA 15061

(412) 728.1234

Contact: Vince Steed

Equipment: Two, three, and four-way Eastern Acoustic Works
Gauss/Yamaha systems; 25k walts of Yamaha power; Yamaha
PM.2000-32 main consoles: Malcolm Hill 24 x 8 momtor con
soles, Eastern Acoushc Works and Yamaha stage monutors,
Yamaha, Lexicon, Ashly, Audioarts, Klark-Teknik, and White In
struments outboard gear; microphones by AKG, Electro-Voice,
Sennheiser, Sony, Beyer, and Shure

Services Available: System desmgn, sales. and rentals One
nighters, festivals, fairs, and touring systems Experence in all
types of sound reinforcement, from symphomic and theater rein
forcement to all-out rock shows Complete Pro-Audio Sales and
Service. AB Systems, AKG, ClearCom, Calzone, Eastern
Acoustic Works, Electro-Voice, Gauss, Klark Tekmk, Sennherser
Shure, Star Case, Whirlwind. Yamaha, and others

STUDIO 198 PRODUCTIONS, INC.

198 Bloomtield Ave., Newark, N.J. 07104

(201) 481-0972

Contact: Greg Furgason

(See remote Tecording hstings for further information)

TRIAD AUDIO SYSTEMS

1701 N. Harrison St., Ft. Wayne, IN 46808
(219) 422-4731

Contact: Michael Klecka

ers for all applications.

PROFESSIONAL STAGE MONITOR MIXERS

As a result of six years of experience in making professional stage monitor mixers and working with pro-
fessionals, Interface Electronics mixers are now widely used by professionals in the field who need some-
thing better and appreciate features of the latest version like modular plug-in construction, input channel
masters, solo to operator, transformer inputs with built-in splitter, color coded sends with equalizer in/-
out on each, and many options. 16 to 48 inputs. Write or call for more information. Interface makes mix-

INTERFACE ELECTRONICS
6710 Alder ® Houston, Texas 77081 e (713) 660-0100
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EPISODE #5:

“Trashfan Fever”

by Mr. Bonzai
(Last episode:

In preparation for a
videotaping of The Incredible
Shrinking Heads, Mr. Bonzai
suggested that Layla get an
announcement on radio K-YOK
requesting a small audience for the
show. The tape is intended as a
video promo for the band
“"Rockheads.” Now, the cast and
crew have gathered at Goldwiz

Studios, next door to Harry
Liebman'’s teleproduction house,
Impact Video. Harry has been using
the abandoned lot at night without
a permit. It has just been learned
that Layla told the radio station to
announce that Andy Kaufman was
throwing a party and wanted fans
dressed in trashbags. The response
is overwhelming—over 5000
Kaufman fans are assembling
outside of the studio gates...).

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 MANUFACTURERSOLIVE THEATRE/
SCHOOLS O AMUSEMENT PARK/MOTION PICTURE
THEATRES O HOTELS/RESTAURANTS O AUDITORIUMS/
CHURCHES O CONVENTION CENTERS O PARAMOUNT
SOUND PRODUCTS O AUTOMATION O COMPUTER CON-
TROL OOUTDOOR MUSIC SPEAKER SYSTEMS

Paramount
Sound
Systems

o \» A Subsidrary of
B AN )2 Paramount Pictures Corp
PR

1651 Gardena Avenue, Glendale, CA 91204 (213) 956-3222

(800) 423-3205

Toll Free Outside of Califorma

Cucle »033 on Reader Service Card

“Layla, how could you do it?" |
asked in disbelief. "We don't have
Andy Kaufman. How can we hold of
that kinky crowd of New Wavers?”

"Don't panic, Mr. Bonzai,” she
purred soothingly as she swabbed my
sweaty dome. "We can use ELVIS,
our video synthesizer, to produce a
simulated Andy Kaufman. And with
Smilin' Deaf Eddie’s vocal synthesizer
they'll never know the difference.”

“T'll need an hour to program a
voice analysis into the computer,”
added Eddie scientifically.

“An HOUR!" snapped Sarah
Bellum, lead singer of the Heads.
“That crowd will be vicious in ten
minutes.”

“You better get on stage and
rock 'n’ roll,” 1 suggested.

The band headed for the stage
to prepare for performance. They
popped into their inflatable business
suits, hooked up the air compressors,
tuned bagpipes, and got in the
general groove. | hoped their
explosive act would satisfy the crowd
while we prepared a bogus Andy
Kaufman in the Impact Video lab.

“What an opportunity,” said
Harry with that stirring air of
confidence that we associated with
only the great leaders, like Admiral
Nelson, General Patton and Sergeant
Bilko. That crowd of extras would cost
a fortune, but this is a news event. We
might have a bonafide media bonanza
windfall”

As his prophetic words faded
we heard the startling kapocketa-
kapocketa of a television helicopter
over the ghostly walls of the old
Goldwiz Studios.

“What'd I tell ya,” said Harry.
It's the chopper from Tune In the
Town.’ Let's go out and greet the
press.”

Layla and Eddie slipped into
the catacombs of Impact Video to
create an ‘Andy’, while I joined Harry
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at the dangerously sagging gates of
Goldwiz. As we fumbled with the

rusty chains we were stopped by an
old duffer wielding a hefty handgun.

“OK, hold it right there!” he
ordered. "These studios are in
receivership. There ain't supposed to
be no filmin' done.”

Harry swallowed hard and |
sensed his computer brain cooking up
a quick solution souffle. "Didn't you
get the memo from Sam?" he asked
assuredly.

“"Sam?... You mean Mr.
Goldwiz? No... 'scuse me... uh, do
you have a copy?”

“Sure thing,” Harry answered.
"We have to'reshoot a scene tonight
for a sneak preview. I've got the
permit here someplace...”

Harry fumbled around while I
took the lead and chatted up the
guard.

"Would you mind making a

cameo appearance? Qur guard came

down with the flu.”

The security cop fell for our
ploy like a pair of Hollywood trousers.
[ thought I recognized him from small
parts in some Three Stooges shorts. In
Los Angeles, just about everybody
has worked as an extra.

“Well, sure... “ he agreed.

[ slipped his gun out, emptied
the bullets, and had it back in his
holster before he had finished
combing his hair.

"Great. You pretend to keep
the crowd in order while Harry films
the event.”

Harry ran to the Manwitch
crane, strapped on his Readycam,
mounted the hydraulic steed and
ascended to his lofty position. Good
crane shots can make the difference
between a low budget look and a
spectacle. We opened the gates and
the crowd swarmed into the lot: they
all wore the trashbags we had
requested and it was a delirious sight
to see 5000 raving Glad Bags
billowing towards me. One plastic
spectre came up and removed his
disquise.

“Hi, I'm Rover Washington
from K-YOK.”

"Nice to meet you, Rover. I'm
Mr. Bonzai.”

“"Where's Andy Kaufman?” he
asked with urgency.

“Oh, he'll be here soon. We've
got a special performance to present
while we're waiting.”

That's cool Mr. Bonzo,” he said.
"Hey, I'd like you to meet some of the
K-YCOK jocks. This is Shelley
Sharkskin, she does our 'Life in the
Slow Lane' drivetime slot, and here's
ol' Roland Stone, our night man.”

[ shook hands with the staff as
other well known L.A. personalities
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came up and removed their bags. It
was a real parade of the ruling hip. I
met Klark Supermann, the German
singer who was burning up the charts
with his hit single, "Gesundheit, Did
You Come?” ...and the Pinballs, a
high school band who had gained
national exposure with their video
arcade ballad, "I Want a Chick With
Fast Hands” ...and there was Franco
Coppacolla, the director who was
supposedly negotiating to purchase
Goldwiz Studios... oops, I realized.

“"What is all this?" Coppacolla
barked harshly as he probed his index
finger into my solar plexus.

We were on thin ice, but
luckily, the Heads broke into song as
the compressors began to fill their

Everything under the sun.

intlatable suits. Franco stopped his
interrogation and watched in
fascination as the crowd stampeded
past us to form ranks around the
stage. The unmistakable strains of
Sarah's vocals leashed out at the
yearning throng. Harry waved from
atop his boom and caught the eye of
Franco. They must have known each
other, because Franco smiled in warm
recognition and gave him the high
sign.

Harry blasted out with his
bullhorn, "Mr. Bonzai, put on that
blue Chroma-key suit and start
fighting your way through the crowd
to the stage. We're rolling!” [ |

(to be continued)
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REVIEW

BTX MULTI TRANSPORT CONTROLLER

The BTX Corporation has expanded their Shadow Sys-
tem capability with the new Shadow Multiplexer that allows
1-3 synchronizers to be fully accessed by one controller.
Two-machine systems can be upgraded to control three or
four transports.

Some features of the BTX Shadow Controller include:
independently-selectable punch in/out offset and type of lock,
and the ability to store up to nine frame-accurate time code
locations in each Shadow unit for cueing and punch functions.
Based on standard SMPTE/EBU codes, the system offers flex-
ible control while interlocking multiple audio recorders,
VTR's, and film transports.

For more information, contact:

The BTX Corporation

12 Huron Drive,

Natick, MA 01760

Circle #035 on Reader Service Card

LOW COST TIME COMPRESSION SYSTEM

Eventide has introduced Timesqueeze Jr.™, a new
compression/expansion system for audio and video record-
ers, and film projectors. Priced at just $5,000, the Time-
squeeze Jr. system consists of an Eventide H949 Harmon-
izer® and their new PTC 960 Precision Tape Controller.
Operating controls on the new unit are easy to use. Merely set
the desired percentage change on four thumbwheel switches,
and the resulting time change can be calculated to the fraction
of a second.

The H949 Harmonizer is the key to high quality com-
pression/expansion through audio pitch normalization. The
Harmonizer also offers many other audio effects including:
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digital delay, flanging, doubling and chorus effects, reverb,
echo, reverse and repeat audio. Cost-conscious users of the
Timesqueeze Jr. will appreciate the unit's double-duty versa-
tility.

For more information, contact:

Eventide Clockworks, Inc.

265 West 54th Street,

New York, N.Y. 10019
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BELDEND

electronic

WIRE AND CABLE

WIRE/CABLE CATALOG FROM BELDEN

Belden Corporation has published a new, illustrated
Electronic Wire and Cable Catalog (No. 882), a comprehen-
sive source of cable information and products for communica-
tions, broadcast, and other electronics users.

The new catalog describes standard product lines in ten
individually indexed categories, including: multi-conductor
cables, computer cables, molded cable assemblys, coaxial
and video cables, and a wide range of other types. The cata-
log also contains technical information, specifications, con-
struction details, and applications data.

For a copy of the catalog, contact:

Manager, Marketing Communications

Belden Corporation

2000 South Batavia Ave.,

Geneva. IL 60134
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NEW ACTIVE DIRECT BOX

Ohmatronics, of Los Angeles, CA, have just completed
two years of extensive testing on their ADB-1 active direct
box, which is now available. The ADB-1 uses transformerless,
BIFET-driven circuitry to change low-level high impedance
input signals to high-level low impedance outputs.

The unit boasts a frequency response of 20 Hz to 100
kHz, a signal to noise ratio of -94 dB, and a rated distortion
level of .005%. The ADB-1 uses two standard 9 volt batteries
for power.

For more information, contact:

Ohmatronics

225 North Madison,

Los Angeles, CA 90004
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NEW PRESSURE ZONE MIKE FROM MILAB

The Milab MP-30 pressure zone hemispherical micro-
phone is available in two versions. One has normal mike level
and 200 ohm output impedance. The other has an electronic-
ally balanced, transformerless line output. Both versions oper-
ate from a 48 volt source and are rated for up to a 140 dB
sound pressure level.
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The capsule in the MP microphones is an electret pres-
sure type and is mounted within the pressure zone housing so
that the sound is received indirectly, without phase inter-
ference distortion.

The line level microphone is ideal for digital and direct-
to-disk recording where no transformers are desired in any
part of the signal path. Prices for the MP-30 microphones start
at under $100 for the mike level version.

For more information, contact:

Cara International

P.O. Box 9339,

Marina Del Rey, CA 90291

Circle #039 on Reader Service Card

REVOX UPDATES B77 RECORDER

The Revox B77 MK I, a new version of the highly re-
garded B77 recorder, offers several significant improvements
of interest to audiophiles and recording professionals.

The MK II incorporates a variable speed control which
adjusts the tape speed as much as two musical half-tones
above or below the fixed speed. This facilitates pitch matching
with off-speed tapes, as well as other creative effects.

For easier editing, the front record head shield remains
in the down (open) position when the edit switch is engaged,
regardless of the transport operating mode. The B77 MK II's
improved transport control legic provides smoother tape ac-
celeration regardless of tape speed or reel size.

All the popular features of the original B77 have been
retained, including a die-cast transport chassis, servo-con-
trolled capstan motor, ASA standard VU meters with peak
reading LED's 104" reel capacity and universal supply. The
B77 MK 1I has a suggested list price of $1,793.

For more information, contact:

Studer Revox America

1425 Elm Hill Pike,

Nashville, TN 37210
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Dirtcat DCT-100
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DIGITAL CABLE ANALYZER FROM MSE

MSE announces the availability of the DIRTCAT
DCT-100, a digital realtime cable analyzer designed to
quickly and accurately locate cable defects. The DCT-100
detects shorts with only one cable end connected. It scans the
cable for correct signal paths and a color-coded LED display
indicates which paths are active, and whether connections are
standard or non-standard. The colored LED readout is a
useful feature when using the unit in dimly-lit areas, such as
live sound situations and studio troubleshooting.

The DCT-100 provides a 100 Hz line level square
wave test tone to permit audible as well as visual checks of
loudspeakers and stereo headphones. Since it is a hands-off
test, cables can be manipulated to easily detect intermittent
connections. The unit is equipped with XLR, RCA pin, and
V4" jacks, and the case leaves enough room so users can in-
stall other connectors, such as BNC or TT, if desired.

The compact DIRTCAT DCT-100 operates on a 9 volt
battery, and is priced at $185, F.O.B. Los Angeles, CA.
Dealer inquires are invited.

For more information, contact:

MSE

14047 Roblar Road,

Sherman Oaks, CA 91423
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VHE-FM WIRELESS MICAOPHONE SYSTEM
Single trequency. crystal controlled, FCC type accepted
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WHM-300
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NEW WIRELESS MIKES FROM TELEX

Telex Communications has added two VHF transmitter
microphones to its wireless mike lines. Both models incorpor-
ate the transmitter, 30 dB compression circuits, and omni-
directional antennae into the microphone housing for a neat
appearance.

The Model WHM-300 is a cardioid electret micro-
phone with a flat response suited for the speaking voice. This
mike is equipped with separate switches for RF and audio, so
the sound can be turned off without losing control of the RF
carrier.

The WHM-400 is a cardioid dynamic microphone with
a slight emphasis in the lower audio range for the rich, full
tonal quality preferred by many vocalists. This mike has no
on-off switch, to prevent performers from inadvertently turn-
ing the mike off.

A wide range of standard and custom transmitter fre-
quency ranges are available, and both microphones have a
frequency response of 50-15,000 Hz. Prices for either the
WHM-300 or WHM-400 begin at $425, and Telex dual di-
versity receivers are also available.

For more information, contact:

Telex Communications, Inc.

9600 Aldrich Ave. South,

Minneapolis, MN 55420
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Dr. Carolyn A.
“Puddie’’

Rodgers

July 8, 1950
to

May 3, 1982

She taught us
how we hear.

PACKAGE

N e
Anchor 100 & 200

Direct coupled Amp/preAmp with

35 or 55 watts of power.

= One or two 4% inch full range
speakers with one HF dome
tweeter in the Anchor 200.

« Accepts standard input or output
jacks, RCA, va inch, or 3-pin.

- Controls for volume, Speech/
Music equalization, Mic/Phono/
Line selector and power switch.

Anchor 100: 11 Ibs.

Anchor 200: 14 Ibs.

Built to last. good looking and

tough!

g
4510 FEDERAL BLVD., SAN DIEGO, CA 92102
(714) 262-9901
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Kenny Rogers’ LION SH

by David Gans

"Kenny Rogers investing in a
state-of-the-art reccrding studio reflects
a basic trust and faith in the business in
a ‘ime when everybody €lse seems to
be losing it,” says Terry Wiiliams, mana-
ger of Lion Share Recording Studio, in
Los Angeles ard a longtime associate of
the bearded superstar. “Kenny isn't a
magician—he doesn't have a little hat
with moons and stars on i:—he's just a
m.an like everybody else. But he's going
tc show people that it's still possible to
succeed.”

Rogers bought the studio, then
known as Concord, and took over in
mid-1981 with plans to reconstruct the
main room immediately ard eventually
make Lion Share into a full-range audio
and video production facility. "Kenny
tald me, 'l want you to make this studio
better than ary of the competition,”
recalls Williams, who has known Rog-
ers since they became partners in The
First Edition 17 years ago. "I said, ‘No
problem, but it's going to be
expensive!’ There's some pretty stiff
competition in this neighborhaod—The
Record Plant, Cherokee, and Sunset
Sound, to name just a few.”

The base rate of $200 per hour,
Williams notes, includes every-
thing—instruments and ou‘board
gear—except interlocking the two
24-racks. "As a producer, Il often

spend more in cartage and rentals than
anything else,” he says. "A Prophet-10,
which is essentially an orchestra in a
box, can cost $350 or $400 a day; an
Eddie Reynolds Rhodes (specially-
tweaked for more caonsistent level from
low to high registers) costs a lot to rent.
Well, theyre included in our price,
along with the Linn Drum Computer,
any synthesizer you can possibly im-
agine, and lots of other instruments.

"We didn't just go out and get a
punch of guitars to have around—we
set everything up to our own: high stan-
dards as players,” Wiiliams continues. "]
took the guitars to a guy named Kim
Darby, who works cut of his home in
the San Fernando Valley and he sets
*hem up fabulously..”

The equipment list, says Wil
liams, includes “one of everything, and
two of most”: AMS, Lexicon (224 and
Prime Time), Eventide (Flanger and
Harmonizer) and Publison; seven EMT
140's; a complete Scamp rack; Aphex
Aural Exciter; old and new LA-2A, In-
avenics and dbx limiters; APl 550 and
560 and UREI equalizers; Kepexes and
(Gain Brains; a roomtul of microphones
from ancient tube Neumann's to PZM’s;
UREI, Yamaha and Auratone speakers;
and lots more. "That's just the fixed stuff
in Studio A,” says Williams. “There’s
lots more that we can wheel around
from room to room.”
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IRE STUDIO

Lion Share’s main room has a
Neve 8108 with Necam, a pair ot Stu-
der 800's with Studers TLS interlock-
ing system, a Studer A-8Q 2" two-track
and a A-80 %" two-track. The studio
was designed by Lakeside Associafes,
Carl Yanchar and Steve: Fouce, in con-
junction with Jay Antista and Terry
Will:ams of Lion Share. "I had to work
within the existing walls, couldn't go
up,” explains Williams. "Because it was
such a small room, | wanted to make it
as live as possible —but deadening it is
a prece of cake.”

The louvers in boti: the main and
isolation rooms are controllable from
the —onsole. When they're open, sound
disappears into “six fest of dead hang-
ing traps,” according to Williams. cur-
tains and mirrors can be moved or elim-
inated, resulting in a flexible acoustic
environment that car. be tuned by the
engineer while tne perfearmer sings or
plays.

Lion Share has two other studios
which Williams says will eventualy be
rebuilt—if he can ever take them dcwn
long enough to work an them. “Kenny
got in here when Studio A was just
being finished, and I said, T need at
least a week to burn this room in." But
forget it! That was a creative tool, &nd
Kenny wanted to ge: in and play right
away—and he'll tie: up all three rooms at
once between tracking, strings, vocals
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and miscellaneous overdubs. | had to
take the place down for a week recently
just so my tech staff could get familiar
with all the new equipment!”

There is a large tape library be-
hind Studio C which Williams says will
be sacrificed to expansion. "The only-
thing [ can't record here is a 50-piece
orchestra, so what I'm going to do is
turn Studio C around and make it into a
big room,” says Williams. "I'm not sure
yet whether we'll get SSL, API, or my
favorite console, Trident.” It currently
features an APl console and 3M 79
decks.

The old Studio A, now called
Studio B, is a very small room used
primarily for video sweetening. "A lot
of rock and R&B players like it because

its got a really tight sound,” says
Williams. It's equipped with 3M 79's
and a small Harrison board.

In its short period of existence,
Lion Share has been used by many im-
portant clients from the record industry,
as well as the film and TV industries.
Among its clients, it lists Sly Stone, Don
Henley, Tim Schmitt, the "Fame" TV
show, Fleetwood Mac, Eloise Laws,
Debra Laws, and the film “"Annie.”

Williams notes that Lion Share
already has video production facilities
and plans to turn the complex into a
state-of-the-art multimedia facility.
“That's what Kenny wants,” he says with
a certain amount of awe and a great
deal of affection, “and that's what we're
gonna have.”

rms sound

Professional Audio for Audio Professionals

24 $38,950
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We are dealers for: AKG,

AND MORE.

OTAR! MTR-90

~2 If you make your living in pro audio,
@9 you know that success depends on
quality and professionalism. And you
expect the same from a dealer. Our
customers depend on us for the best
products, the best price, the best service
- & technical expertise to back it up. Since
g 1973 we have built hundreds of systems for
Weverything from small club to full concert sound;

from 4 track demo to 24 track recording studios. We
do it all... and we do it right!

ASHLY, AT, BEYER, COMMUNITY,
CROWN, DBX, DELTALAB, EV/
TAPCO, GAUSS, JBL, LEXICON,
ORBAN, OTARI, RENKUS-HEINZ, 4
SOUND-WORKSHOP, UREI, '
SYMETRIX, LOGEX, PZM
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RMS Sound
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PART 2

LEGAL ISSUES
1n Music and Video

by Edward R. (Ned) Hearn

Note: In the April issue of Mix we
presented the first part of "Legal
Issues in Music and Video,” which
dealt with musicians’ rights when
being hired to create and/or
perform original scores for video
projects. The second half of this
article discusses the complexities
involved in seeking permission to
use music from existing sources.
The author, Ned Hearn, is the
current director of Bay Area
Lawyers for the Arts, and co-
authored “Musicians’s Guide to
Copyright” and the “Musician’s
Manual: A Practical Career
Guide.”

OBTAINING RIGHTS TO USE
EXISTING MUSIC

At times, the producer of a
video project may want to use existing
music rather than retain someone to
create original music. This usage
presents an entirely separate array of
considerations from those discussed in
the preceding section. There has been
much written over the past few years
concerning what ought to be paid for
the right to use existing music in
video productions. The phalanx of
managers, lawyers, producers, music
publishers, unions, record companies
and the like have been jockeying with
each other on how much should be
paid or received but to date no
widespread industry standards have
been established. Rather, if anything,
the movement to standards has been
marginal because of the concern
about making commitments that turn
out to be bad deals because too little
or too much has been demanded and
paid, and out of tear of establishing
precedents that later developments fail
to justity.

Before discussing some of the
approaches that have been used in

reaching an agreement on a sum to
be paid for the use of existing
material, it is first useful to understand
the kinds of permissions that have to
be secured.

Exclusive to the copyright
owner of a work are the rights to
reproduce and distribute it, the rights
to perform and display it and the
rights to create derivative works (that
is, works based in substantial part on
a pre-existing work, such as ditferent
arrangements of an existing song or a
movie based on a screenplay). When
a producer wishes to use existing
copyrighted music, he/she must
identify who is the owner of the music
and obtain permission from the
owner. The producer, therefore, must
first determine who the owner is and
whether the person or company with
whom he/she is dealing has the
authority to give permission to use
that work. Having obtained that
information, the producer must then
identify the scope of uses to be made
with the music and the markets in
which the project will be exploited,
and make certain the license meets the
full scope of the producer’s needs.

At this point it is useful to
understand the distinction between
what is known as a compulsory
license and a negotiated license.
Compulsory licenses are granted by
statute and authorize non-owners to
use the copyrighted material of others
in certain limited contexts. The
situations where a compulsory license
exists under the current copyright
statute include the reproduction of
songs on a phonorecord (not audio-
visual, strictly sound) when the song
already has been released on a
record for sale to the public and the
intended use by the proposed user is
to record the song once again for
release to the public on phonorecords
(a compulsory mechanical license). A
statutory royalty of 4 cents (or %a¢

per minute of playing time, whichever
is greater) per song per record made
and distributed must be paid to the
owner of the music. This compulsory
license is not available for the use of
music in a video production.
Additional statutory compulsory
licenses exist for the performance of
music over (1) cable television—cable
broadcasters pay an annual royalty
fee to the Copyright Royalty Tribunal,
an arm of the Copyright Office which
then divides the money among
copyright claimants including BMI
and ASCAP for owners of music
performed over cable); (2)
jukeboxes—the owners of jukeboxes
pay an annual royalty tee to the
Copyright Royalty Tribunal for
payment to the owners of the music;
and (3) public broadcast
stations—which also pay an annual fee
to the Copyright Royalty Tribunal.
Another statutory compulsory license
relates to the performances (but not
reproduction) of a sound recording on
which music is embodied. No fee
payment is required for that
performance. [n practically all other
situahions, licenses for the use of music
must be negotiated. That is, the
producer must get the permission and
agreement of the owner of the music.
It also should be noted that if the
music is already on a sound recording
and the producer wishes to reproduce
that sound recording as well, then the
producer also must get permission
from the owner of the sound
recording, which is usually the record
company, and therefore may be a
different person or entity than the
owner of the music itself. Union reuse
fees also will have to be paid for the
use of the sound recording in the
video project

Generally speaking, any use of
music in a visual context reguires
what is known as a negotiated
synchronization and performance
license from the owner of the music.
The synchronization portion of the
license is for the right to record the
song in a synchronized relation with
the action on the video. The
performarnce aspect of the license
authorizes the use of the song while
displaying the video in United States
theatres for public viewing. If the
video is broadcast over television or
shown in clubs, then those
organizations should have obtained
the necessary performance licenses
from BMI and ASCAP

Clearances for the use of music
in video productions can be obtained
through (a) the Harry Fox Agency,
110 East 59th St., New York, NY
10022, (212)751-1930; (b) from the
music publishers directly. and also (c)

(continued on page 65)
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CCAULEY

The Series 6000 Loudspeaker

m Field Replaceable Basket Assembly

m Flux Focusing and Stabilizing Magnetic Circuit
m Double Spider Voice-Coil Support

m Extreme High Power Voice-Coil Assembly

DOUBLE CORK GASKETS ~

TREATED CLOTH SUSPENSION
/ TREATED DOUBLE SPIDERS

/ PAPER CONE

MOV —

ALUMINUM DUST CAP

s

ALUMINUM BASKET

ZINC PLATED
MILD STEEL TOP PLATE

4" EDGE WOUND COPPER/
COPPER CLAD ALUMINUM
VOICE COIL

CAST STEEL
FLUX FOCUSING BOTTOM/POLE PLATE

VENT DUST FILTER

To assume that today’'s loudspeaker designs have reached
a plateau is the feeling of most audio professionals. This
feeling is usually expressed as, in a toss-up between
available pro-brands or a general loss of real enthusiasm
about component speakers. Forseeing this attitude a year
ago, we at McCauley Sound, as a young and energetic
company, entered the challenge in quest of a better more
useful and adaptable loudspeaker.

Today, McCauley is introducing the Series 6000
Commercial/Professional Loudspeaker, the first
loudspeaker designed and manufactured with not only the
musician in mind but don’t forget the pro-audio dealer, the
pro-sound contractor, the sound engineer, the audio
enthusiast; and yes, we’ve even considered the troubles
encountered by the warranty repair station and his “can’t
wait that long for my cone” customers. To cure his
problems, first, we engineered field-replaceable basket
assemblies. Now, by simply exchanging a damaged basket
with a new one, repair time is reduced to a few minutes. This
simple feature gives advantages to every facet of the sound
system business. Dealers can now stock, at no more
investment, a larger and more complete selection of
loudspeakers since basket assemblies and magnet
assemblies can be purchased and sold separately. Every
McCauley outlet can now become an authorized repair
station with no additional investment from their normali
stock.

The Series 6000 Loudspeakers incorporate many unique
and innovative refinements that result in a loudspeaker that
combines extreme high power handling, efficiency, and
mechanical durability. McCauley loudspeakers will handle
power levels of 300 watts rms continuous program with
peaks to 800 watts. This is attained by the use of large

SILVER PLATED COPPER
BRAIDED LEAD WIRE

fy\ NICKLE PLATED BRASS
PUSH BUTTON TERMINAL

HARDENED ANODIZED ALUMINUM
VOICE COIL FORMER

ribbon lead wire to carry current to the voice-coil. This
prevents lead-wire burn-out. Four-inch edgewound voice-
coils wrapped directly onto a hardened aluminum former, in
conjunction, dissipates the maximum heat again to prevent
voice-coil burn-out at extreme power levels. Efficiency is
maximized by using large 96 oz. ceramic magnets in a
specially designed magnetic circuit incorporating a steel-
cast one piece back-place and pole piece shape to focus the
flux into the voice-coil gap. This minimizes loss of magnetic
flux resulting in a loss of efficiency from stray fields
escaping the magnetic circuit. Our double spider
configuration has virtually eliminated normal mechanical
breakdown from over excursions causing pole piece
scraping at low frequency operation. By supporting the
voice-coil former at two points. McCauley loudspeakers
become especially suited for low-frequency enclosure
designs. Teile/Small parameters are found on our technical
literature for custom enclosure designers to help predict
large and small signal performance in vented boxes.
McCauley loudspeakers come in many models for varied
applications. The Series 6000 has speakers ideal for use in
studio monitors, stage and instrument monitors, bass and
mid-bass, horn loaded and direct radiating enciosures, and
for musical bass and lead instrument cabinets.

The McCauley Series 6000 Loudspeakers bring together
into one speaker design technology for advanced
performance, manufacturing techniques for cost
effectiveness, and many special features common to only
the Series 6000 for the sake of simple convenience.

With your now renewed enthusiasm because of the Series
6000 Loudspeakers, please write or call for further detailed
literature and specifications. For those attending Atlanta
NAMM '82, see us at Booth 3000.
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by Mia Amato

HARDWARE:
FEAR OF FORMATS

The advent of the one piece
video camera raises the spectre of yet
another production format: in this
case, half inch tape. Beta and VHS,
the home video formats much
maligned for poor image quality, have
reappeared for broadcast use in new
combo units introduced by RCA,
Sony, Ikegami, and Panasonic.

At the spring NAB shcw
broadcasters did indeed drool over
the combo units and tiny recording
decks which plug into the back or
side of the cameras. Available models
all have two audio tracks plus control
or timecode track. An improved
encoding system promises better
image quality and stability on
standard halt-inch cassettes.
Manufacturers all showed editing
VCRs for the format which
incorporate similar features found on
U-matic decks.

The new cameras are not,
however, intended for program
production. They are meant for news
shooting, their wireless mobility
intended for journalists hot-footing it
down urban streets or Central
American terrain.

Broadcasters are concerned
about interchangeability and the
editing of half-inch material into
newscasts, and have appealed to
manufacturers to come up with one
format for the new cameras—either
VHS or Beta. RCA, which pioneered
half-inch ENG with its prototype
Hawkeye camera last year, moved
quickly with a standards proposal for
VHS. The Society of Motion Picture
and Television Engineers, the trade
group largely responsible for the
standardization of Type C one-inch
equipment, is currently running its
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own tests. The rest of the video
industry will be holding on to its
wallet, if not its breath, until the
SMPTE reaches a decision. One-inch
is expected to remain the preferred
format for program production.

COMPANIES:
AN URGE TO MERGE

Northwest Teleproductions,
which has video and film facilities in
Minneapolis and Dallas, is expanding
into the Chicago area with video
editing and film-to-tape transfer
services. The new company, dubbed
Northwest/Chicago, will be located
within Universal Recording’s studio
complex, enchancing Universal's
ability to serve video music clients.
Universal engineers plan to integrate
their audio—up to 48 tracks plus a 32
track digital capability —with the video

studio via a common routing interface.

Northwest/Chicago will be bringing to
the Windy City Type C one-inch and
quad VTRs, Ampex ACE editing
system and ADO digital special
effects.

In Hollywood, Crystal Sound
will be sharing its space as well as the
one-inch video gear of In Video, a
new production company run by
Stanley Newton. Crystal Sound, run
by Andrew Berliner, boasts a large
40" x 50" audio studio which will be
used for live videotaping of promos
during recording sessions. The crew
at Crystal are no strangers to audio-
visual productions: studio sequences
for the Neil Diamond film, “The Jazz
Singer,” were shot there.

Optimus in Chicago is resting
on its cable laurels after post-
producing 23 different concerts for
BRAVO, a satellite arts channel.
Programs included Ballet West's
production of Carmena Burana,
Chicago String Quartet, and the
Milwaukee and St. Louis
Symphonies.

“The programs were all shot on
location and switched live, and the
emphasis was on a live-sounding mix,”
explained Mike Fayette, director of
post-production. "We did little to the
mix; we packaged for time, cutting
out some music, adding filler, adding
voice overs for narration, intros and
outros.”

The BRAVO programs were all
mastered in stereo, using Optimus’
Dolby-A encoded Type C VTRs. No
separate synchronizer was used;
Fayette uses a CMX editing system
and relies on SMPTE time code track
to mix to picture; "I think it's faster
and a lot more flexible,” he
commented.

Another video firm that's done
quite a bit of music programming for
cable is MTS, the mobile facility
perhaps best known now for
supplying cameras and crew for the
Rolling Stones satellite telecast earlier
this year. MTS provided location
video for Home Box Office specials
such as the Simon & Garfunkel
Central Park concert (produced by
Lorne Michaels) and the musicals
“Camelot” and “"Sherlock Holmes.”
MTS is based in Cambridge, MA, and
will be spending part of its summer
supplying video for the PBS
broadcasts of the Boston Pops.

NEWS FROM NEW YORK:

Danceteria, a tri-level rock
video club has re-opened on 21st
Street. Promo clips are shown
between bands on an Aquastar video
projector on level two; the level three
video lounge and bar now shows
experimental tapes programmed by
John Sandborn and Kit Fitzgerald...
Sandborn and Fitzgerald are currently
working on an opera for television
with avant-garde director Robert
Ashley. BRAVO commissioned the
work, called "Pertect Lives (Private
Parts).” [

e e e =

THE MIX VOL. 6, NO. 6



E S = = == ¢ .’
S s s =i St cE Warer
_— e h e e w=me = = Brothers
- N Ve ¥ "R T == 7 He says that
T R ———— when he first
— S — T ]'oinzd I%and
_— = m e === Records, Chris
—_— e f=n & =mEm™ = =———— Blackwell had al-
— e S = & T s= T F = ready laid the ground
e —— work for the visual
= -— 0w Va2 2V em department.

E— W= m A = "The idea was Chris Black-
E F I well's," Goldstein told me from
e amm W m  rmm = s s s offices in New York City. "He
_— y . PE— - N . & _aE—

wanted to initiate this. He's a

by
Bruce
Pilato

When Chris
Blackwell, heir
to the Blackwell
Jams fortune, began
Island Records in
England some 15 years
ago, it was a label that
during the 1970s would
break a wide range of
innovative talent from Free to
Brian Eno, and also launch the
career of the late reggae prophet Bob
Marley. And though Island is responsi-
ble for some monumental music,
several hit records all over the world
and a major distribution arrangement

pany. All that, however, may soon
change.

The company has recently
announced a new subsidiary called
Island Visual Arts, which will create
short and feature length films and will
acquire existing films for video
cassettes and video disk distribution.

Island feels that for a progressive
record company to make the
transition into the 1980s, a video
operation will be essential as well as
profitable. And although Island Visual
has only been a reality less than a
year, the company has already made
bold steps by placing major films
under production, acquiring video
rights to others and also producing
music videos of established and up
and coming Island recording artists.

The man in charge of Island
Visual Arts is the President of Island's
North American operations, Ron
Goldstein. Born in Baltimore 38 years
ago, Goldstein has been with Island
since the Fall of 1980. Prior to that he
was President of Chrysalis Records
and head of the jazz department
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consumer himself and he's been
collecting videos for quite some time
and realized that this could be an
important step for Island artists and
[sland products for the future. So he
just said, 'We're gonna do this' and, of
course, the idea for the video situation
came up at the same time. That
happened to be simultaneous with the
fact that Chris was working on some
film projects, as well. So, it just came
together at one time.”

Goldstein pointed out that Island
Visual Arts will not primarily be a
non-music division of the company
The main reason for the division is to
get behind projects that will blend
audio and visual mediums. "There's
no doubt,” said Goldstein, "we're very
interested in that marriage because
they go hand in glove. For instance,
right now, Chris is producing a film
called Country Man. The soundtrack
of that film is mostly reggae music, or
all reggae music. Seventy percent of it
is Bob Marley’s music. So what we'll
eventually end up with is a full length
feature film, a video cassette and
video disk for home use, as well as a
soundtrack album. And I think that
kind of explains what our direction is.
That's what we're interested in.”

“The other thing,” Goldstein
continued, "is that now there is this
music television station or music
channel. We will probably be doing
more videos of live performances. For
instance, we have a band called The
Rockats. We recorded an album at
The Ritz; a live alburn. We, at the
same time, recorded a video. We
taped it and eventually sold it to
Warner Amex and its going on their
music television channel. So, again,
we're using both mediums.”

At the time that Blackwell
announced the formation of Island
Visual Arts, he announced its first five
projects. They are four films: the
aforementioned Country Man, an
adventure film set in Jamaica; No
Place Like Home, a drama by
director Perry Hensel; They Call It
An Accident, a fiction thriller set in

BUY
DIRECT!

from one of L.A.’s
major wholesale
distributors of

PA & RECORDING
EQUIPMENT

“If its Pro...we have it”
speakers, mics, amps,
eqs, mixers, effects,
cases, wireless, tape
machines, intercoms,
cable etc.

Before you buy...Call
Prices Quoted by Phone
quantity prices

our specialty...

WRITE FOR FREE
CATALOG

“Trade Ins Welcomed”

“THE BEST
CAN COST LESS”
AT

FILAMENT
PRO AUDIO

143 E. Arrow Highway
San Dimas, CA 91773
(213) 339-0081 or (714) 592-2848
o
Concert Sound
Lighting & Staging PA
& Stage Rentals
Serving the industry since 1968
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Ron Goldstein, President of Island’s North American Operations.

France; and the authorized film
biography of Bob Marley. In addition,
they gained the home video rights to
the 1972 reggae classic cult film, The
Harder They Come.

Most of the initial Island Visual
projects will be natural tie-ins to the
company's record division. Being the
foremost reggae label in the world,
Country Man and No Place Like
Home with their reggae soundtracks
will feature Island reggae recording
artists; The Harder They Come,
besides being a reggae product, will
be distributed for island Visual by
Warner Brothers Home Video, which
makes sense because Warner Brothers
Records distributes Island Records;
They Call It An Accident will have
a music score and soundtrack by
Island superstar artist Steve Winwocod,;
and of course, since Blackwell
discovered Bob Marley as a teenager
and guided his entire career, he is
most qualified as the producer of his
film bio.

Blackwell recently said of the
Marley film, "I'd like people to be able
to see the things that always awed me
about Bob. He grew up in a smal'
village in a tiny, out-of-the-way country,
yet he was able to give people all over
the world a hope, a special vision of
freedom. In the end, he was buried
just 50 yards from where he was born.

64

But the vision he left behind is
something | hope will never cie. This
film will help keep it alive.”

Island records has long had
marginal success in the States because
most of its artists were somewhat out
of the mainstream of pop music and
are primarily cult figures. In recent
years with the overwhelming success
of Robert Palmer, Grace Jones and
Steve Winwood, Island has become a
major commercial force in the
American record industry. Goldstein
feels that these recent ‘inancial gains
had little to do with the idea of cetting
[sland Visual Arts off the ground.

“ think Chris would have pushed
ahead with his film and video plans
regardless of the success that's
happened recently in the States but,
believe me, it makes a huge ditference
in the general feelings of being able to
go ahead on a creative level. It's just
softened the cushion a bit for
everybody.”

[ mentioned to Goldstein that the
concept behind Island Visual Arts has
been attempted before by another
record industry giant, R.S.O.
Records. And although they had a
few fantastically successful films, such
as Jesus Christ Superstar, Grease
and Saturday Night Fever, they
wer:t on to back a score of losers,
including Moment To Moment,

Times Square and others.

“Yeah, I think that in general, on
the record side, we're going to be
very, very careful about the rate of
growth and the size of the growth of
this company. [ am personally very,
very concerned about that, and |
think that we want to remain loyal to
the people we have on our roster and
continue signing very tew people, but
also very unique people. There is still
going to be a lot of reggae; our com-
mitment to that is stronger than ever.”

As far as Island Visual Arts is
concerned, the company will be
“absolutely” selective with any and all
projects.

The visual department of Island
will obviously take a deep concern in
the company’s own artists, especially
in the area of video clips. However,
not all Island artists wili be pressured
into becoming “more theatrical” in
their presentation. 'T think it depends
on the artist. I mean Grace Jones will
always be theatrical. But I also think
that some of the best live shows are
the ones that have less theatrics.
Certain artists whose songs and
singing capabilities are not as strong
as others need some kind of outside
help. So they need better lights and
scenery and costume changes, and
smoke and whatever possible, what
have you. Then there are some artists
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think there are
certain artists who
would rather not tour.
They can't make much
money by touring anyhow.
It's mostly a promotional tool
that helps sell records, and some

where
the
songs are
so powerful
that they can
be very effective
in presenting who
they are and what
they are.” For these
artists, Island Visual will
have the video be a
secondary form of presenting
the song and the artist.
The jump into video by Island, at
least from the music side of the
picture, is also partially because it sees
conventional touring by most artists as
something that will probably become
obsolete in the not to distant future. "1
think that that's a real possibility. I

even more effective and that could
very well be.”

Videos will be necessary, feels
Goldstein, to break new recording
artists now and in the future. “Yes, 1
definitely feel that way. We've used
videos on the Rockacts; we shot a live
one. And we have a band called the
Plastics. They're from Japan and we
have video footage on them. We did
want to have footage on U-2 for the
first album, but the filming didn’t work
out right. However, we will have a
new one on them. So, we're very
oriented that way. We do like the
videos.”

As of yet, no video and film
studios have been built for Island
Visual Arts. "No, we don't have any
plans for that right now,” said
Goldstein. “At present, we lLire a
production company to do all that.”
Being still in its infancy there hasn't
even been a separate staff hired as of
yet. "We haven't done that yet, 1

e ',““‘ . &

mean, basically it's the record
company executives that are involved
with the visual things right now. And
that could change.”

Goldstein himself, besides being
the instrumental figure behind Island
Visual Arts, has been almost as busy
trying to set up Island Record's new
and upcoming jazz department.

Goldstein says there are several
plans in the works for both the record
company and its visual department.
They are looking at other youth
oriented cult films (such as movies like
The Rocky Horror Picture Show) for
home video distribution.

*T think we'll definitely start
looking at projects like that. Right
now, we're very concerned and
consumed by these four projects. So
actually, we haven't gone outside yet
to look for anything. We're trying to
build up our credibility. I think a lot of
people know we are in that business
now, but I haven't received a lot of
scripts or calls from people wanting
things on disk or cassette just at the
moment. As soon as we complete
these projects and have them out, [
think that we'll start venturing outside
of the company for things that are
initiated externally, instead of
internally.” [ |

LEGAL ISSUES (PT. II)
(continued from page 60)

through the services of music
clearance organizations such as the
Mary Williams Music Clearance
Corporation, 6223 Soma Ave.,
Hollywood, CA 90028, (213) 462-
6575. For a flat fee, the MWM
Clearance Corporation will undertake
to represent the producer and contact
publishers and their licensing agents
to secure clearance rights to use the
selected music. The fee paid by the
producer to obtain the music rights is
in addition to a fee paid to the MWM
Clearance Corporation for handling
those services.

A series of considerations must
be examined in determining the fee to
be paid for the use of the music
through a negotiated license. Among
the issues examined are the following:
(1) the nature of the video
production—a motion picture, a video
disk of a concert, instruction program;
(2) the kind of use for the music, such
as background or featured,
instrumental or vocal; (3) the length of
time for the entire production, the
amount of time that the music is used
in the production, and the total
amount of music used in the
production; (4) the duration of the
license; (5) whether rights with respect
to that particular composition have
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previously been given; (6) the budget
for the production, including the cost
of particular items and payments to
participants; (7) the manner in which
the product is to be distributed, such
as rental, home use, industrial or
educational in-house; (8) the number
of units to be manufactured; (9) the
scope territory for distribution; (10)
the wholesale price and suggested
retail list price of the units, or the
rental price and marketing
arrangements for the units; and (11)
the estimated profit margins. There is
no clear formula for weighing these
various elements. They are each
examined in reviewing the entire
package.

There have been different
approaches taken in computing these
factors to determine the amounts to be
paid. For example, some publishers
will want an identified figure set, such
as between 5 to 7% cents per title per
unit sold when used in a video
production that is to be sold to the
public. Other publishers may want a
percentage of the retail price for the
music that in turn could be divided
among all of the compositions used in
the production on the ratio of the
amount of time that a licensed
composition is used in the production
over the total amount of music in the

production, such as 6% to 10% of
retail. Another approach is to charge
a synchronization fee in a flat amount
to be paid at the beginning of the
production with a royalty per unit to
be paid later if the production is
marketed in units to the public. Often
a time limit of three to five years will
be imposed, at the end of which a
new license will have to be
negotiated.

At times, the owners of the
music will license its use in a video
production for theatrical or broadcast
purposes only, reserving until a later
time a fee to be paid for the use of the
music in video cassettes and disks to
be marketed to the home consumers.
Most licenses relating to the latter use
also are issued for a finite period of
time, between two to five years, with
a requirement that the fee be
renegotiated after the market has
developed more information on what
fees would be reasonable.

The issues and the variety of
answers just on these two topics are
plentiful. Take the time to research
your position and think out the
various approaches. If you have
enough information, you should be
able to make a fair and sensible
deal. |

© 1982 E. R. Hearn.
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by N.I. Weinstock

Television broadcasting in the
U.S. will go stereo, someday. As
glacially as the FCC can manage to
move, perhaps two years from now by
some current guesstimates, we’ll be
hearing two channel audio on TV. And
when it happens, in the words of CBS
engineer Robert Fine, "Like it or not,
we'll all be involved in this field. The
video people will be coming to us for
their sound, and our sound industry is
becoming part of a larger one.”

Actually we're already well on
our way towards stereo TV: multitrack
video recorders have been around for
some time, and stereo home VCR's are
slated for release this summer to the
U.S. market. The television industry has
just recently begun to discover audio
recording studios that offer video
sweetening services. Partly this is hap-
pening because of the TV industry’s
slow move toward original recording
on video. Sone 70% of TV program-
ming still originates as film— an impor-
tant number to keep in mind. Some
more important causes are the
availability of electronic editing for
audiotape and the never-to-be-under-
estimated quest for quality.

It has been said that TV de-
scends more from radio than from film.
Commercials continue to communicate
mostly aurally. It should therefore be no
surprise to realize the demand for high-
er quality audio on video comes mainly
from two sources: ad agency produc-
tion people and theatrical filmmakers.

At a panel discussion on Audio
Production for video work at a recent
AES meeting in New York, Mike Klet-
ter, account executive with Young &
Rubicam, an agency production man
for many commercial spots, talked
about the subject from the client's point
of view: "Audio is finally coming into its
own right in TV,” he said. He modestly
disclaimed any technical know-how at
all, but then continued, "When the state-
of-the-art was to do your initial record-
ing on video and audiotape, and then
make a kinescope that could be edited,
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the process seemed to create more
problems than were solved. Even when
originating with film, there were still
limitations. ..”

Kletter's goals may have in-
cluded spots that were less distinguish-
able—if not undistinguishable from the
programs they interrupted; but he was
held back by the quality of video edit-
ing. Yet throughout the seventies more
and more commercials were shot on
video (if 30% of TV originates on
video, that figure also now includes a
respectable amount of commercials
which typically employ higher produc-
tion standards than programming).
Kletter traces the upswing in original
video production to improvements in
editing technology, such as the vide-
mag system—in which sprocketed
videotape is physically cut in the same
manner as motion picture film or
sprocketed mag audio stock—and digit-
al editing breakthroughs in both audio
and video.

Bob Liftin of Regent Sound
was also on hand that night. Bob has
been working closely with Francis Ford
Coppola, helping to develop the Zeo-
trope film-video-audio editing system
we've all heard so much and yet so little
about. He has had to completely work
out the intricate implications of SMPTE
time code to maintain sync between
many audio and video tracks.
Coppola’s, and other, film is transferred
to video through a flying spot scanner

(made by either Rank Cintel or RCA),
which adjusts the motion picture speed
of 24 frames per second to video's
29975. In the process, Liftin em-
phasizes the need for a field ident-
ification pulse—otherwise, who knows,
off-hand which is the first field in any
frame?

"You have to resolve to the
proper phase of the wave—that's very
important for both lip sync and for
stereo,” says Liftin. "And then you must
have an indication, whenever you're re-
cording, an indication to the engineer
whether or not you're locked to field.”
He says that the only way to keep
proper wave phase is to run a dual
trace oscilloscope and watch both
signals throughout the recording:
Stereo TV, as do all technological ad-
vances, requires its additional hard-
ware.

From among the hash of con-
flicting opinions and techniques that in-
evitably ensues whenever audio output
is produced by the mouths of audio
people, it seems to this observer that
Liftin and Kletter symbolized, that night,
the ends and the means of better audio
(read please, eventually: stereo) on TV.
From filmmakers like Coppola and
commercial-producers like Kletter
come the demands. Liftin, in the fore-
front of fulfilling those needs, has been
busy mapping the territory for us all.
Multitrack TV is already with us, from a
production standpoint: studios such as
Regent have gone as far as they have
because, as Dick Mack of National
Video Center (one of the top video pro-
duction facilities in New York) says, "Do
your sound at a sound studio—not at a
video editing facility. The dual expense
may not even add up to more, consid-
ering how long you may work to get
what you want, and can't get, in the
way of sound in a video house.”

A word of caution from Mike
Kletter: "I only dread that when we do
have stereo delivery on TV, some client
will call me up and say, 'we all know
everybody hears better in their right
ears, how come you put that important
line of the left channel?” ]
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by Human League/A&M

2. RADIO CLASH
by The Clash/Epic
3. THE MODEL
by Kraftwerk/Capitol
4 QUESTIONNAIRE
by Chas Jankel/ A&M

5 AINT WHAT YOU DO
by Fun Boy Three/Chrysalis

6. SUPERFREAK
by Rich James/Motown

in clubs, colleges and record stores
around the country 7. GLORIA

' Editor Ed Steinberg tells us that by U2/Warner Bros
this month's top ten goes like this: 8 HOMOSAPIEN

1. DONT YOU WANT ME by Pete Shelley/Arista

Revised Projects
for Musicians

An “all-new revised edition” of
Craig Anderton's Electronic Projects
for Musicians is now available from
Guitar Player Books ($14.95). It
includes specific plans and assembly
instructions for 27 different projects
including preamps, phase shifters,
noise gates and even instrument
cables (not as simple a subject as you
might think).

Anderton begins with the very
basics—explanations of the
fundamental electronic principles at
work, the tools you'll need and how to
use them, and a discussion of the
various types and grades of parts to
choose from. Each of the projects is
introduced with an explanation of
what it does; schematics, parts lists,
construction tips and illustrations make
everything clear; and there's a section
called "how it works” which explains
the electronic operation of the circuit.

A soundsheet bound into the
book includes demonstrations of the
sounds and A/B comparisons of
instruments with, and without, the
effects in the book. It comes in handy
when you've finished building a circuit
and you want to know whether it's

COMPROMISED
Digital Delay

Audio processing
your ear will appreciate

performing properly

I think it's possible for someone
who's never wielded a soldering iron
before to read this book and get right
into some of these projects, but that's
not to say that Electronic Projects
for Musicians is for beginners.
Anyone who uses things like phase
shifters and ring modulators should
know how they work, and as Joe
Walsh points out in the introduction,
"You never reach a stage where you
know it all. '‘Gadgetry' is a very
cumulative study "
Circle #»047 on Reader Service Card

Video Music

Fans of Music Video
programming may want to check out

Listen to the Audio Digital
TC2, and you'll hear less color-
ation than in any other digital
processor in its price range:
<.2% THD + noise; 90 db min.
dynamic range; 20-16 KHz (+1,
-3 db) freq. response.

Not only this, but the TC2 also

offers 2 delay taps, digital |/O
port, and over 1 second full
bandwidth delay (internally
expandable to over 2 sec-
onds full bandwidth delay).

Before buying any digital de-
lay processor, be sure to learn
the full TC2 story.

for UNder $1500.

Call or write for

the Videofile Newsletter put out by our detailed spec sheet

Soft Focus Productions in New York
City. In addition to news of the realm,
the newsletter includes the
Rockamerica Video Chart, a listing of
the most popular promo clips played
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I jensen transformers ]
By REICHENBACH ENGINEERING

Use the Highest Quality
Transformers for your
High Quality
Power Amplifier

JE-11P-1 Type
Plug-in Transformers for
popular octal pin-outs

® Models compatible with Altec, Ampex,
BGW and other ampilifiers.
® Immediate availability.

UNSURPASSED AUDIO QUALITY

® Built-in custom RC network to vield
best transient response, bandwidth and
distortion when used with intended
power amplifier.

® 69 kHz bandwidth with < 2% overshoot
(depending on amplifier).

® At worst-case frequency of 20 Hz,
handles levels up to +18 dBv (re:0.775V)
and <0.045% THD below saturation.

PROVEN RELIABILITY

Every transformer fully tested.

10735 BURBANK BOULEVARD
N. HOLLYWOOD, CA 91601
(213) 876-0059

(Visitors by appointment only — Closed Fridays)
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QUIET!

N
NO BAFFLES

|-

NO FANS

NO DUCTS
NO NOISE!

The only air conditioning
system designed specifical-
ly for acoustically sensitive
environments.

For designs and spec-
ifications contact:
ACOUSTICOOL

P.O. Box 1536

San Anselmo, CA
94960 (415) 459-5170
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9. VISIONS OF CHINA
by Japan/Epic
10. EUROPA
by Thomas Dolby/Capitol

For more information on all of this,
contact Soft Focus Productions, 41
East 20th St., New York City, N.Y.
10003 or call: (212) 475-5791.
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Roland/Steinberger
Collaboration

It hasn't been officially
announced yet, but Roland
Corporation and Steinberger Sound
have been “studying the feasibility” of
manufacturing a line of Steinberger
basses with pickups and electronics
for use with the Roland GR-33B bass
synthesizer. The award-winning
Steinberger is a reinforced-plastic bass
with superior intonation and sustain,
making it ideal for use with
synthesizers. The GR-33B is already a
popular item on the market, with
either of two Roland bass guitar con-
trollers.

“Jerry Casale of Devo and Ben
Orr of The Cars have both expressed
interest in being able to use their
Steinberger basses with their
GR-33B's,” explains Ron Wilkerson of
Roland. "The GR-33B may even
perform better with the Steinberger.”
A prototype is in the works; watch this
column for turther developments.
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Local Musicians
Have a Friend in Denver

Sometimes the hardest part of
being in the music business is The
Business. Single artists and bands are
usually too busy making music to
worry about promotion, distribution
and record sales. But, for musicians in
the Denver Colorado area, help is
available in the torm of
Hummingbird Enterprise. This small
but energetic and dedicated group,
led by Larry Kotic, has been working
for the better part of the last two years
to promote and market local talent
and assist artists on their road to
success.

"We believe that Colorado is
rapidly becoming ‘the third coast,
says Jeff Franek, spokesman for the
group. "The Denver area is one of the
fastest growing areas of the country
and it's a hotbed for talented
musicians. We've tried to put our
energies into supporting the local
community of artists.” Hummingbird
was started as a musicians
organization where, for a fee, artists,
songwriters, bands, etc., were
supplied with computer generated lists
of contacts at record companies,
booking agencies, recording studios,

producers, publishing companies and
other pertinent businesses.

Hummingbird then set up a
sophisticated distribution network for
local albums in record and music
stores all over Colorado. Field reps
were sent to stock the stores with local
releases and to promote live
performances. Distribution was
followed up by an intensive market
research program using a computer
to do demographic breakdowns of the
city and surrounding areas to find out
which records were selling, where
they were selling, who was buying
them and what kinds of music were
most popular. This information is used
to analyze how best to promote each
artist they work with. All record sales
are closely monitored in each location
and every month, each artist receives
a notarized printout of sales, sales
activity, and a check for his share of
the album. The computer printouts
can be used to verify local sales when
an artist is negotiating with a major
label.

One of the Hummingbird's
newer clients, Dusty Drapes & The
Dusters, serves as a good example of
their promotional approach. Dusty’s
band, an institution in Boulder,
recorded their album at Mountain
Ears Studio with producer Jim Mason.
John Aldridge, owner of Mountain
Ears, recommended the band to
Hummingbird. After analyzing the
band’s following and their potential
record sales, Hummingbird took on
the project. They mounted a thorough
and well planned promotional
campaign which culminated in a
Friday night concert and album
release party. The event was held at
the Boulder Theater, a former movie
theater recently renovated into a
music house with a superb sound
system installed by Jean-Marc du
Mouchel. Local radio station, TV
station and newspaper people were
feted before the show. The new album
was sold at the show while Dusty and
the Dusters did their usual rousing
country swing performances. Record
sales were tracked there and the next
day when the band did two half-hour
promotional performances at a local
shopping mall to introduce their music
to a new audience. "Because Dusty’s
band has such a large following, we
feel they can sell at least 15,000
copies of the album,” said Jeft Franek.
The album will be distributed locally
and the band will be able to keep
track of how the sales are doing every
month. Pete Adams, keyboard and
fiddle player for the band said, “If ar.d
when the band goes national, it will
be because of the help we've gotten
from Hummingbird. We couldn't have
done it without them.” [ |
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by Bruce Dancis

Judging by their
prodigious output, Ber-
nard Edwards and Nile
Rodgers haven't gotten
much sleep in recent
years. As the driving
force behind Chic,
one of the leading dis-
colsophisticated funk
groups ever since
they released their
first (gold) single, "Dance, Dance,
Dance” in the fall of 1977, they've been
working at a non-stop pace for nearly
five years. Musicians (on bass and
guitar, respectively), songwriters, ar-
rangers, and producers, Edwards and
Rodgers not only steered Chic through
five albums—Chic, C'est Chic, Ris-
que’, Real People, and 1981's Take it
Off—but also leant their quadruple-
threat talents to LP’s by Sister Sledge,
Diana Ross, and Blondie’'s Debby
Harry.

Like many outstanding musi-
cians, success did not come quickly or
easily for Edwards and Rodgers. They
began working together in New York
City in the early Seventies, when the
two were about 18 years old. After
playing in bands that performed at par-
ties, bar mitzvahs and the like, they fi-
nally got a chance to back top-notch
performers—Edwards with Millie Jack-
son, Rodgers with Aretha Franklin. Yet
they were never able to play on re-
cords, Bernard Edwards explains, “be-
cause there was a clique in New York,
musicians like Gordon Edwards, James
Jamerson, Chuck Rainey,” who got
those sessions.

Although their first actual record-
ing experience occurred in 1976,
when as members of the Big Apple
Band they made four demos with pro-
ducer Leon Pendarvis, it wasn't until
they formed Chic a year later that Ed-
wards and Rodgers were given a
chance to produce. "At the time,” says
Bernard, explaining why he and Rod-
gers decided to produce Chic themsel-
ves rather than using a more experien-
ced producer, "it cost a lot of money to
get a producer with a name. It didn't
make sense to try a new producer or
someone unknown—you might as well
do it yourself.” According to Edwards,
they learned their craft “just by being in
the studio and watching friends”. They
give much credit to engineer Bob
Clearmountain, who “"had a great res-
pect for black music” and “taught us a
lot of things we didn't know anything
about”. In developing their production
style, Edwards says that he and Rod-
gers were influenced by both Motown
and the Philadelphia sound (Gamble &
Huff, Thom Bell), and especially Quin-
cy Jones.

Of course, Edwards and Rod-
gers wouldn't have gotten a chance to

Bernard Edwards and Nile Rogers.

develop a production style at all had
not Chic caught on like it did. Explain-
ing Chic’s initial concept, Edwards
points out that when disco was booming
“a lot of the groups that were doing dis-
co hits were the old groups, and the
kids couldn't identity with them. So we
wanted to dress the way we saw the
kids in the disco [dressing). We wanted
to look the part as well as sound the
part. We wanted to sound hot, like a ci-
ty band, but not too funky.”

Bernard and Nile's first outside
project, a disco hit by singer Norma
Jean Wright €1 Can’'t Wait Till
Saturday”) that sold about 150,000
copies, occurred right after recording
the first Chic alcum. Following the se-
cond Chic LP, they piloted a major in-
ternational success: Sister Sledge's We
Are Family. "We felt really good about
it when we recorded it,” Bernard says,
referring to the title cut. Like all the
songs on the album, "We are Family”
was written by Fodgers and Edwards,
"but we didn't know or expect it to do
what it did.” He points out that “a lot of
people said that we were crazy in not
keeping it for ourselves, but we felt that
Kathie's [Sledge] voice really did justice
to the song”.

Following the success of We Are
Family, the duo's record for outstand
ing productions, songs, and musician
ship has continued through three more
Chic albums, another Sister Sledge LP
and solo efforts by Diana Ross and Deb
by Harry. They nave also produced a
European hit for Sheila and B. Devo
tion, a forthcoming Teddy Pendergrass
movie soundtrack cut entitled “"Dream:
Girl’, and a yet-to-be-released album

by Johnny Mathis.

All of Edwards and Rodgers'
work has been done at New York's
Power Station. "That's where we star-
ted,” Bernard explains. "When we went
in, there was only one room and ce-
ment walls. And now there are five or
six studios, and it's the Number One
studio in New York. We like the people,
we like the sound, and the surroundings
are really good for us. So we stick with
what we feel good with.” The current
recession in the music industry has
caused them to cut production budgets
and economize, but, Edwards says,
“We have a good time still.”

Even more than the recession,
Edwards admits that the decline of dis-
co hurt Chic. "We were more or less
considered the Number One disco
group. So when disco died, a lot of the
stations wouldn't even pick up our re-
cords because they didn't want to be as-
sociated with disco. But what we're
starting to see, of course, is that people
are still dancing to music, and dance
music is on the rise again.”

Based on Chic's latest album, Ed
wards and Rodgers are adapting to
changing tastes with their usual grace
and style. Take It Off moves away
from disco into modern, dapper funk,
with a little bit of rock & roll thrown in.
And, of course, it is irresistibly dancea-
ble. As Edwards puts it, "We want to
broaden our whole spectrum as to what
we can do and what we're about. We're
going step by step, and we expect a
rough time. We want to get to a point
where we're established and we're con
sidered a consistently good performing
and recording act.” [ |
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by David Gans

Our Digital Keyboard Report in the February Mix attempted to bring you up to date on the ‘leading
edge” of synthesizer technology, definitely a moving target. This month we’ve collected comments from some
synthesists working in a variety of styles, touching on their attitudes toward the toois currently available and
inviting their opinions on what's to come. We also asked them to name some musicians who've inspired and
influenced them and to cite a couple of outstanding recorded examples of the art of synthesis, as well as des-
cribing their working setups.

Responses ranged from the self-effacing attitude of Jefferson Starship bassist’/keyboardist David Frei-
berg, who describes himself as “a background player,” to Pat Gleeson’s total commitment to his Synclavier
and the pursuit of pure art. The common denominator among all of these players is thoughtfulness about the
role of the instrument, respect for others in the field, and willingness to share their ideas with the rest of us.

different and I can't duplicate it
exactly.”

Coster and his co-keyboardist
for live performance, Tim Gorman,
play in the same U-shaped keyboard
array in live situations. The
instruments include a Yamaha CP-70
piano, a Prophet-5 (Rev 2), the Pro-
DGX, a Dyno-My-Piano Rhodes, a
new Oberheim OB-Xa, a Minimoog,
and an older 4-voice Oberheim.
These keyboards are fed through four
separate pedalboards and into a
16-input Peavey mixer. The pianos
are run through Boss Stereo Chorus
units; the Prophet, Mini Moog and the
Oberheims use Boss Chorus Echo and
Boss Analog Delay. "I found that with
rack mounted stuff, [ was at the mercy
of the settings unless | wanted to keep
running back and forth,” Coster notes.
"So | have Christopher pedalboards,
each with its own power supply, for
each keyboard area.” Countryman
and Trouper Series direct boxes are
used to interface the keyboards to the
mixer.

One half of the mixer's output is
used to provide a separate keyboard
mix to the other band members, and
the other side is the main (monaural)

Ny . ‘
TOM COSTER £ il

. : and a couple of variables,” according Gorman’s and Coster’'s sound can be
Fantasy Recording Artist to Coster. But Coster uses only one of  balanced from the house.
the DGX's settings, and the sound can Coster uses a three-way Peavey
Tom Coster’s signature solo be heard on his new album, TC, in system consisting of three CS-800
sound is defined by an ARP Pro- ‘The Prince.’ "I tried to get the sound stereo power amps—with plug-in
DGX, a single-voice, touch-sensitive of the DGX on my Minimoog,” says crossover modules for frequency
preset synth with “"around 16 patches Coster, "but the filter system is selection—driving a Peavey Project 4
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cabinet. "The Project 4 is clean and
efficient—tremendous sound from a
small enclosure,” Coster enthuses.
“The 18" bass driver faces down,
which saves space; the 12" midrange
driver and the horn face forward, as
usual.”

Coster solos on a Moog
Liberation, which he runs through a
Peavey MX Series tube power head
and two 4-10” cabinets. He uses an
Electro-Harmonix Memory Man
Deluxe to overdrive the amp with a
small amount of delay and chorus.
“As a keyboard player, ['ve always
envied instruments such as brass,
reeds and guitar, where you can put
your own personality into a note by
bending it—not in a controlled way
with a slider or a wheel, but with
heart. The Minimoog put that

dimension into my life,” says Coster,
“and the Liberation is even better.”

Coster had his Liberation
modified somewhat, replacing the
ribbon controller with a pitch wheel
and changing from high- to low-note
priority. “When you're going for a
guitar sound, high-note priority
doesn't sound orthodox,” says Coster.
"It doesn't make sense.”

Asked to name synthesists
who've influenced or inspired him,
Coster puts Jan Hammer at the top of
the list.

T like the way some players use
their synthesizers orchestrally, but I
don't like their soloing. You can't
approach a synthesizer like a
piano—you've got to play string parts
like string parts, an organ patch like
an organ, and so forth.”

MITCHELL
FROOM

Gamma (featuring Ronnie Montrose)
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I'm not of the school of thought
that says, ‘I can get a great brass
sound, a great string sound, a great
B3 sound." Why not use the real

i ———
I jensen transformers |
By REICHENBACH ENGINEERING
The Best

Direct Box Transformer
is Now Twice as Good.

the JE-DB-E
Unsurpassed Audio Quality

* Twice the level handling at
critical low frequencies,
(+19 dBv @ 20 Hz).

* Half the distortion; less than
0.15% @ 20 Hz, decreasing by
2 for each octave higher.

* Very wide bandwidth for a clean
topend (-3 dB @ 70 kHz).

* Two Faraday shields fight hum in
the mixer and amp.; Mu metal

case for 30 dB magnetic shielding;
each shield has separate lead.

Proven Reliability
Every transformer fully tested.
Write or call for information,

including a schematic to build your
own direct box.

10735 BURBANK BOULEVARD
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Ad Index-Reader Service

This month Mix is introducing a new service designed
to speed up the flow of information from our advertisers to
our readers. All that you need to do to receive more speci-
fics on products and services displayed in Mix is to fill out
the attached card, circle the number corresponding to the
one provided on the advertisement or editorial in this issue,
stamp and mail. Your request will be sent immediately to
the companies.

68 Acousticool International
10 Ampex AVSD
15 Ampex MTD
58 Anchor Systems
55 ASI/Abadon Sun
67 Audio Digital, Inc.
18 Audio Light & Musical
19 Bananas At Large
29 Bananas At Large
47 Bananas At Large
32 Chaton Recording
46 Community Light & Sound
36 Conquest Sound
22 Criteria Recording Studios
27 Crown International, Inc.
74 Digital Keyboards Inc.
39 DOD Electronics, Inc.
26 Phil Edwards Recording
63 Filament Pro Audio
31 Full Sail Recording
23 Harvey Pro Audio
86,87 Hill Audio Associates
53 Interface Electronics
68 Jensen Transtormers
71 Jensen Transformers
79 Kinetic Sound
41 Leo's Pro Audio
35 Linn Electronics, Inc.
7 Maxell Corporation
61 McCauley Sound
43 Meyer Sound Labs
5 MICMIX Audio Products, Inc.
9 New England Digital, Inc.
77 Oberheim Electronics
54 Paramount Sound
82 Peavey Electronics
75 Polyline Corporation
49 Premier Audio
75 Pro Audio Systems
37 Quantum Audio
44-45 QSC Audio Products
24 Reel Sound Recording Co.
71 Restoration
59 RMS Sound
13 Sequential Circuits
B/C Soundcratt Electronics
80-81 Spectra Sound
50 Studio Technologies
2 Yamaha
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things? What appeals to me are
sounds that are unique unto
themselves,” says Mitchell Froom. "]
like sounds that have a lot of depth,
that sound like they might be some
real instrument, but one that you've
never heard before.”

Froom's keyboard setup
includes a Prophet-5, a Roland
Jupiter-8 (his favorite synth), a
Vocoder-Plus, and a modified Baldwin
Electro Piano. The last, he says, is “the
kind of piano they use in schools, with
88 keys but not really designed for
serious playing or road use. It's
supported in a road case, and that's
set into a larger road case. But it has
the kind of piano sound I like, which
is sibilant and bright. I use that kind of
brightness in conjuction with a lot of
synthesizer sounds to add a certain
kind of depth that you sometimes can't
get with a synthesizer alone.”

In learning an instrument'’s
capabilities, Froom says, “you have to
spend those tough hours at home
alone, just messing around with it. I
ran the Jupiter through my home
stereo and just sat there for hours,
moving knobs, trying every
combination. Occasionally you'll
discover a new pathway; you'll
combine this here with that over there
and get a whole new branch of
sounds.

"It takes hours, but sometimes
the difference between a great sound
and a terrible sound is just a 20th of
an inch on one knob—suddenly a
sound comes to life!”

Though the Roland is Froom's
favorite synthesizer, he notes that the
Prophet's factory presets are “a better
indication of what you can get out of
the instrument than the Jupiter's.” He
has completely reprogrammed both
instruments, but he says he really only
has around 60 sounds from which he
works. "If you have 60 basic sounds,
you can get to where you're going.”
He prefers the Prophet for
"midrangey sounds—bell tones, flutey
sounds; it has a better cut. The Jupiter
has a more crystal top end and a
beefier bottom—really lush sounds,”
he says.

He was shocked, he says, to
learn that none of the sequencers on
the market will run from a taped click
track. “To use it [on Gamma 3], we
ran the click track into a Linn Drum
Machine, which triggered the
sequencer,” he says.

Froom prefers to use
sequencers, and even the
arpeggiators that are built into the
synths, in "more unusual ways. I'd
prefer to program in a sound that
you'd never expect to hear used as a
sequencer sound, so you're not quite
sure what it is. I've even found a way
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of using the arpeggiator so it repeats
itself on one note really quickly. It
sounds like a guy playing bells or
something.”

Froom has looked at some of
the new digital synthesizers, but he
hasn't been convinced yet. "With
some of them, you're locked into the
presets, and the way you can alter
them is mininal. | object to that
completely,” he says. "And the more

sophisticated computer synthesizers
require much more technical
knowledge. You can't really hold
down a note and mess with the
sound—you've got to build it, then
stop and rebuild it. And synthesizers
aren't spontaneous enough to begin
with. I love having the ability to get
close to a sound, then alter it until it's
just perfect.”

Ultravox's Vienna and Peter

Gabiriel's latest album are two recent
recorded examples of good
synthesizer use, according to Froom.
"The records I like best use a lot of
depth in the synthesizer sounds,” he
says. "A lot of bands surprise me with
the lack of thought they put into their
music, the cheesy sounds they use.
Certain bands have an elegance of
expression, and others just seem like
one-joke acts.”

BILL
CUOMO

Studio Synthesist, Kim Carnes Band

"These instruments are as good
or as bad as the limitations people
place on their own thinking,” says
synthesist Bill Cuomo, whose most
recent claim to fame is having
arranged Kim Carnes’ Grammy-
winner, "Bette Davis Eyes.” "You can
make a $20,000 digital synthesizer
sound great, and you can make it
sound equally bad.”

Cuomo recently acquired an
Oberheim OB-Xa to his performance
system, which already includes a
Prophet-5. "I'm really getting into
using the OB-Xa and the Prophet
together,” he says, "because they
complement one another. The
Oberheim has freed me up for
soloing; the joysticks give keyboard
players the fluid concept that's so nice
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about guitars.”

Cuomo's Prophet-5 is a three-
year-old model which he had
modified slightly. The power supply
was removed from the cabinet, the
connection now being made with an
eight-conductor Cannon connector.
"There was too much heat right next
to the main chips,” he explains.
"That—and never flying that thing as
baggage—means that | can rehearse
16 hours a day for a month and that
thing won't give me any trouble.”

The two synthesizers are
mounted in a single rack, along with a
Boss Chorus and “either a digital
delay or an Echoplex, depending on
which one happens to be running at
the time,” Cuomo says. Amplification
is provided by a Roland JC-120

driving a pair of “giant” JBL
enclosures. "They give me
humongous bottom in live
performance situations,” he says.

Cuomo sees the new generation
of digital synthesizers as potential
“moviolas for composers.” With their
built-in multitrack function, he notes,
“you can run your frames by again
and again, trying all the parts out.
You can play everything into one
main storage bank, then hit ‘Start’ and
it'l play your composition back,
completely orchestrated.” He's not
prepared to make the investment yet,
though. ‘1 think they're like Pulsar
watches when they first came out,” he
comments. "The technology is brand-
new; what if they're obsolete in
another year?” His main complaint
aside from cost is that the digital
synths he’s heard sound “a little
metallic.”

He is very enthusiastic,
however, about the new Oberheim
6000 Digital Sequencer and Linn
Drum Machine he recently bought.
"The sequencer is also a digital
recorder, I'm told, so | don't have to
fire up my eight-track recorder until
the very end,” Cuomo observes. "l
can put everything | want into the
sequencer, then hook it up to the Linn
to play it an decide whether or not |
like it before 1 let it go onto tape.”

Keith Emerson, Jan Hammer
and Joe Zawinul get the nod from
Cuomo when asked to name
synthesists he admires. But he also
cites David Foster, David Paich and
other studio players for “the
consistency of their work, especially
under really adverse conditions.”
Cuomo was very much impressed
with Steve Winwood's Arc of a
Diver, and his saxophone patch on
"While You See a Chance” in
particular. "That got me all fired up
about solo synthesizers,” he says.

Foreigner 4 is another favorite.
"There are a couple of songs I'm not
wild about,” he says, "but the
consistency and the way it's
engineered are incredible. ‘Waiting
For a Girl Like You' shows the
synthesizer’s capacity to blend in and
add a lot of nice icing without
changing the basic feel of the song.”

73



Ormni Magazine called this keyboard

y 707 7T UTTTT TRV |

A53 U3 3% BV

the Phiharmonic of the future”
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In its April 1982 issue, Omni Magazine wrote
that Synergy is “*a compact but powerful digital
synthesizer, a computer controlled music
maker of a thousand voices. .. capable of pro-
ducing uncanny duplications of acoustical
instruments, down to the scratch of a bow and
the pluck of a string...lets a player modulate
the volume of the music as a pianist does
when he adds texture by either gently depress-
ing or slamming down on the keyboard . .. play
anywhere from 8 to 16 notes at the same time
using four different voices. .. offers access to
textures, timbres and colors that Beethoven
couldn’t even fantasize about”.

And, there's even more to the musical uni-
verse Synergy puts at your finger tips. Experi-
ence it for yourself. At only $5295, Synergy
turns science fiction into fact.

SYNERGY

For the 16 pg. Digital Keyboard News and full color Synergy literature, send $3 to Digital Keyboards, inc., 105 Fifth Ave., Garden City Park, NY 11040
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PATRICK
GLEESON

Recording Artist, Studio Owner

Patrick Gleeson sold all his
other equipment when he got his
Synclavier. “Whenever another 'next
stage’ comes along, people dabktle in
it—but it's hard to leave what they've
been doing,” he says. "So they
incorporate it into what they're
already doing, and the result is that
they don't get as far—musically or
technologically—as they could.” By
removing the familiar instruments trom
his studio, Gleeson says, "I cut oft my
supply” and had to plunge into the
Synclavier with all his heart and mind.

The instrument Gleeson
purchased is a 32-voice version with
dual disk drives and a video-display
computer terminal. He programmed
all the sounds for his realization of
Vivaldi's The Four Seasons (Varese
Sarabande Records) on his Synclavier
II, then borrowed a second one. "We
linked them up, and I made stereo
[computer] disks,” he explains. The
album was recorded “digital to
digital,” with the two Synclaviers
replaying the complete work from
computer memory to a Soundstream
digital two-track.

Programming sounds on a
digital synthesizer, says Gleeson, is a
“classic interactive process. You go
after something, and in the process

JUNE 1982

you are amazed by the machine.
They you say, 'l can do better than
that—I can do this!" You go back and
forth; there's a lot of feedback in the
process.”

Gleeson's work in synthesis
dates back to the Tape Music Center
{now on the campus of Mills College,
Oakland, CA) and the first Buchla
synthesizers in the mid-'60s. Though
he has just completed a record that
represents the newest in digital music
systems, he is turning his attention
toward composing for natural
instruments in the score for the film
Plague Dogs, due out later this year.
He has used the Synclavier as a
visualizing tool—trying out
orchestrations using the
computer—but, he says, “one should
get past that as quickly as one can.”

Wendy Carlos’ recorded
synthesizer work, particularly the
music from A Clockwork Orange,
are classic examples of analog
technology, says Gleeson. "There'’s a
piece on the album, Time Steps,’
which is gorgeous,” he says. He
points to The Four Seasons as proof
that digital instruments can be made
to sound as good as analog. "We
didn't use 24-track recording,”
Gleeson points out, nor was there any
external signal processing between the
linked-up Synclaviers and the digital
two-track recorder.

Audio Tape

___for professionals

REEL TO REEL TAPE
Ampex, 3M. All grades.
On reels or hubs.

CASSETTES, C-10—C-90
With Agfa, TDK tape.

LEADER & SPLICING TAPE

EMPTY REELS & BOXES

All widths, sizes.
Competitive!
Shipped from Stock!

Ask for our recording supplies catalog.

Poly' i 3122085300

1233 Rand Rd. + Des Plaines, IL 60016
15

Circle #056 on Reader Service Card

studio
supplies

® Cutthe high cost of studio
suppliesin 1982.

® Our “Special Order" flyers
offer the same great
supplies you'd find in our
5,000sq. ft. store.

® Ampex tape, Tascam
Equipment, XEDIT & ANNIS,
RAMSA Mixers, MCI
Recorders & Consoles, Mics
by Audio Technica,
Neumann, PZM, Master
Room Reverbs, Lexicon,
Orban.

® Wirite or phone to get your
FREE flyer.

-0 D

FEATURING FINE STUDIO EQUIPMENT

(206) 367-6800
14057 8th N.E., Seattie, WA 98425
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PETE SEARS
& DAVID
FREIBERG

Jeffgrson Starship

“The ideal setup would be to
have a grand piano—you’ll never be
able to beat a string piano—and just
one synthesizer that can reproduce

S T

(7
......... S

the organ, strings, leads, and
whatever else you need,” says
Jefferson Starship multi-instrumentalist
Pete Sears, who shares keyboard
duties in the band with David
Freiberg.

The Starship’s stage setup
includes a Prophet-10, a Korg BX-3
organ, and a Yamaha CP-80 piano.

“There's a blank space where we used
to use an ARP Quadra,” says
Freiberg. “It's in Pete’s house now,
because it didn't hold up too well on
the road.” Both men express interest
in replacing it with a
Minimoog—which was the Starship's
solo synth until the 1976 incident in
Germany in which all the band’s
eguipment was destroyed.

"When I play the synthesizer, |
use it for backgrounds,” says
Freiberg. "I don't consider myself a
soloist—I'm an accompanist.” Asked
who his major keyboard influences
are, he laughs and says, "Chico Marx!
But seriously, folks, I listen to a lot of
keyboardists and they all blow my
mind. | never really try to imitate
anybody, but I'd like to be able to
make sounds like Jan Hammer... and
Roger Powell, of course, and Joe
Zawinul.”

Sears played piano and organ
during his years in his native England,
and didn't encounter a synthesizer
until he joined the Starship. "It was a
big Oberheim, with an upright panel
facing you with sliders and patches,”
he recalls. "We used it for
‘Hyperdrive,’ on the first Starship
album. It came into the studio, and I
fiddled around with it until I found
something [ liked, recorded it, and

Coming This Fall:

SEPTEMBER

(Note Schedule Change)

OCTOBER

NOVEMBER

¢ Southern California
Studio Listings

¢ Film Sound Update

e Synchronizers

e Oscar Peterson

® Narada Michael Walden
¢ Tangerine Dream

ad closing: July 15

¢ North Central
Studio Listings

¢ Special Report:

Loudspeaker Technology

e Stage Monitors

® Rock Video Update
® Lionel Ritchie

ad closing: August 16

Catch it in the Mix

e AES New Product
Listings

¢ Maintenance Guide
for Engineers

¢ Carlos Santana
¢ Jackson Browne's Studio

® The Tubes
ad closing: September 15
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(continued from page 76)

then I never saw it again.”

“What comes to mind is getting
a string setting and feeling like I can
become an orchestra,” he says. "But |
also love strange noises, like the
things I did with the Prophet-10 on
‘Alien’ [on Modern Times]. But I don't
like taking away the human element in
music; the idea is to create an
emotion. If it's a mood-creator, then
it's art, in my opinion.”

Sears has been playing a
prototype of the Syntar, being
developed in Oregon by a man
named George Mattson. "It's like a

Minimoog that you string around your
neck,” he says. "You control pitch
bend, modulation, sustain and noise
with the left hand. It feels like you're
holding a guitar.”

The Starship’s keyboard
monitor is a custom cabinet built by
Ultra Sound from John Meyer
components; there are two 15” and
one 12" speakers and a horn. " think
it's called an H-1, and I think there
are only two in existence,” says
Freiberg.

A mix of the vocals is fed into
the keyboardists' onstage mixer, says

Freiberg, “and we can control the
vocal level right through the same set
of speakers.” It's a Biamp 8 x 2 mix;
the sound men take a split and mixes
the keyboards for the house and stage
separately.

Regarding their future
keyboard plans, Sears points out that
the Jefferson Starship is just beginning
to make full use of its Prophet-10.
"We've got this incredible piece of
equipment,” he says, "and we're only
skimming the surface of it. There are
so many presets, and we hardly use
any of them—it's kind of a crime.”

Studio Synthesist, Producer

"I use most of the instruments
that are available,” says studio
synthesist Lance Ong. "The art of
synthesis encompasses the same basic
voice configurations, and patches are
pretty much standardized among the
synthesizers. It's just a matter of which
instrument has certain functions or
structures which make it convenient to
create the sound that the project calls
for.

"Because of the two-pole filter,
the OB-X has a more subtle cutoft
slope, and that makes it better for
strings and some brass sounds,” says
Ong. "The Prophet-5 has a four-pole
filter, which has a sharper cutoff point
so you don't have as many high
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harmonics as with the Oberheim. |
think of the Prophet as sort of a Mini-
moog expanded over five notes.”

Digital synthesizers are great for
sound-capturing and playing back
stored sounds, Ong notes, but "I'm
able to create pretty authentic natural
timbres when recreating live
instruments with analog synths, and
for abstract sounds, it's easier to arrive
at a mood with analog than digital.
With digital, you have to have it in
mind to be able to program it, and
even then it's not that flexible in terms
of expanding the sound. At least with
analog synthesizers, you're starting in
the ballpark.”

Ong performs most of his

monophonic synthesis with a pair of
ARP 2600s which have been
modified in various ways, aided by
external processors such as
parametric equalizers and delays. He
says Roland'’s Jupiter-8 is the "most
flexible” of the programmable
polyphonics, though he never uses
preset patches. "Most of the work I do
is walking into the studio and
determining what would be the best
sounds to put on the tracks,” he says.
"I find that it works better trying to fit
a sound into the track when I do my
synthesis from scratch.

“Even in performance, the
presets are nice for certain things, but
it doesn’t bother me to create the
sounds live,"” he continues. "I know
my way around the instruments and
what certain positions of a knob will
give me.”

He's using an analog sequencer
now, but Ong expects to begin taking
advantage of the expanding
technology in digital sequencing. "The
one-line digital sequencers, and even
some of the polyphonic, chordal ones
aren't particularly usetul for the work
that I do,” he explains. "It would be
more practical for me to use some of
the digital recording functions that are
available in something like the
McLeyvier or Synclavier—that'd be
like having a tape recorder in my own
house as opposed to having
something that plays back chords for
me.”

Ondg’s training began at age
three with classical piano. He studied
composition and music theory at UC
Santa Barbara, and played in cover
bands that ran the gamut of styles,
including the hard rock of Deep
Purple and Black Sabbath. His
influences include Keith Emerson and
Miles Davis—particularly the Bitches
Brew period, when Herbie Hancock
was handling the keyboards. He
recommends Tomita's Snowflakes
Are Dancing and Tangerine Dream's
Thief soundtrack as outstanding
recorded examples of the art of
synthesis. ]
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A SOUND INVESTMENT

Professionals demand the best - and get
it... the best sound ... the best fea-
tures . . . the best performance. That's
why the PRISM, our revolutionary new
performance-oriented digital synthe-
sizer, is designed with you, the profes-
sional musician in mind. It offers
producer, studio engineer, and per-
former alike a basic preprogrammed
sound library as well as the capability
for creating, recording, storing, and
recalling a whole spectrum of exciting
new sounds.

The ultimate musical instrument, the
PRISM is completely digital, poly-
phonic, and programmable. Never be-
fare has so much capability been of-
fered in one compact musical pack-
age. You'll find all the features you'd
expect of a digital synthesizer plus a
wealth of unique new ones.

The PRISM offers you six synthesis
modes to define how your sound is
produced, with dynamic timbre in all
six. Other exclusive features include:
quadraphonic output, instant recall of
64 sounds, bubble memory storage,
flexible keyboard split, programmable
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real-time controls, and satellite key-
boards and pedal boards.

You don’t have to be a computer pro-
grammer to build and play beautiful
crystalline sound. You expand your
knowledge and professional use of this
instrument while you are playing it!
Because it is organized into multilevels
of creative development, the PRISM
allows you to immediately create en-
sembles, instruments, waveforms, and
device configurations. Each of these are
developed, changed, and stored in the
PRISM’s solid-state memory with push-
button ease. Record, play back, mix,
and edit your created sounds with the
PRISM’s flexible 8-track, 8,000-note
sequencer.

But don’t take our word for it. Before
you invest in amajor digital synthesizer,
consider all your options. Then take a
closer look at the PRISM. Compare its
full rich sound, exclusive features, and
precision engineering. For more infor-
mation, call or write: Kinetic Sound
Corporation, 11 Maryknoll Drive,
Lockport, lllinois 60441,

Carcle »05%-onsBeader-ServicesGard

MX62

Booth 7034
NAMM

The proof is in the playing!
(815 838-0005

Kinet‘ic So

)y

teo s
11 Maryknoll Drive
Lockport, ilhnois 60441
O Please send me your color brochure

O Please send me full workshop details.
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Address

State Z\p
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Spectra Sound introduces the Model 1500
twenty-seven band Graphic Equalizer.

For nearly two decades. engi-
neers at Spectra Sound have
consistently led the industry in
developing and producing the
quietest and the lowest distortion
professional audio products.
This unequaled performance
record continues with the intro-
duction of the Model 1500
twenty-seven band graphic
equalizer. The Model 1500 rep-
resents a significant improve-
ment over current equalizer
technology.

-

‘

THE LOWEST DISTORTION

The THD and the IM distortion of
the Model 1500 are below .0018%,
test equipment residual, 20Hz to
20kHz, + 18dBv.

THE LOWEST NOISE

The Model 1500 is the quietest
equalizer available. The signal to
noise ratio is 104dB below + 4dBv,
unweighted, 20Hz to 20kHz.

HAND CALIBRATED
BAND-CENTERS

Each of the twenty-seven bands of
the Model 1500 is hand-calibrated
to be within two percent of band-
center tolerance.

Additionally, the innovative design
of the Model 1500 offers the user
versatile and simplified operation.

SWITCHABLE EQUALIZATION For further information contact:

RANGES

The Model 1500 has switchable T
equalization ranges of either )

| 6dB, or 1| 12dB.

COMPLETE SYSTEM BYPASS
A bypass switch completely
removes the equalizer from the
signal path.

3750 Airport Road
Ogden, Utah 84403
(801) 392-7531

Spectra Sound 1s a wholly
owned subsidiary of Spectra Sonics



The Model 1500 may be seen at
the following Spectra Sound stocking dealers.

All Pro Sound

5355 N. Palafox Street
Pensacola, Florida 32505
(904) 432-5780

Lake Systems Corporation
55 Chapel Street

Newton, Massachusetts 02160
(617)244-6881

Ametron

Professional Audio Division
1200 North Vine
Hollywood, CA 90038

(213) 462-1200

Onyx

2615 North Orange Avenue
Orlando, Florida 32804 U.S.A.
(305) 894-7034

RSSOCIATED
SOUND &R

Associated Sound

Pro Audio Outfitters
2120 P St.
Sacramento, CA 95816
(916) 443-4773

sensory ‘.3 sound

Sensory Sound

2132 South 1100 East
Salt Lake City, UT 84106
(801) 467-5471

Al

ATI

11 N. Hwy 89

North Salt Lake, UT 84054
(801) 292-0075

Smeed Sound Service
790 West 8th Ave.
Eugene, Oregon 97402
(503) 686-1654

Aulos

47 Basnett Street
Chermside, Qld 4032
Brisbane, Australia
(07) 59-5045

Sound Systems Inc.

8140 Brentwood Industrial Drive
St. Louis, MO 63144

(314) 645-6030

A.V. Services, Inc.

386 Park Avenue South
New York, New York 10016
(212) 696-4085

Springfield Audio & Electronics, Inc.
755 Worthington Street

Springfield, Massachusetts 01105
(413) 736-7209

Cable Brothers Limited
Professional Sound Specialists
7915 Argyll Road

Edmonton, Alberta T6C 4A9
(403) 465-9731

Unistage, Incorporated
330 Genesee Street
Buffalo, New York 14204
(716) 853-6500

Haycock Enterprises

P.O.Box 774

Mercer Istand, Washington 98040
(206) 232-9800

Call for an “‘on location’”” demonstration

—-a@;

V) ELEGTRONICS, lac.

Vj Electronics, Inc.
913 West 223rd Street
Torrance, CA 90502
(213) 533-5980
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Kavco Incorporated
3931 Image Drive
Dayton, Ohio 45414
(513) 898-2003

kil
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Necessity or Accessory?

GLIDER® SETS

All too often
guitar and bass guitar
strings are bought and
sold almost as an
“‘afterthought” or
accessory item. Think
about it! You’ve spent
a lot of time and
money for an electric
guitar or bass which
complements your
technique and musical
style. If you equip your
“pride and joy” with
strings that lose their
life after a few hours of
playing or break due to
poor manufacturing
methods - then you are not
getting the most from your
instrument!

At Peavey, we have
developed a series of strings for
guitar and bass guitar which are
manufactured to exacting
tolerances with specially tailored
response characteristics - one for
rock styles and one for country
styles.

Our Peavey Gliders® for
country offer the electric
guitarist and bassist added “‘high-
end”’ response for that extra
“edge” and a superb “tensile”
strength for contemporary
“double-string” bending
techniques and smooth, even
response. Our Country Gliders®
are available in four different
gauges for guitar and two for
bass guitar.

The Gliders® for rock styles
are formulated from specially
“compounded” materials for the
rock player who insists on
strings which aid in reproducing
the “punch’’ and high end/mid
range tonalities so important to
rock, jazz/rock, and other
“crossover” styles. Peavey Rock
Gliders® are available in four

PEAVEY ELECTRONICS CORP. / 711 A Street / Meridian, MS 39301, U.S.A.

popular gauges for guitar and
three for bass guitar.

Regardless of which style
you play, you owe it to yourself
to play on the best strings made -
Peavey Gliders~!

- -
- -

§_—
T r——

ééAfter years of finding dead strings
in new sets of bass strings, I switched to
Peavey Gliders®. I've been using
Gliders® for over two years
(approximately eighty sets) and have not
found one bad string. Gliders® retain
that “live’ sound much longer and, due
to their tonal quality, are easier to

tune.??
PAUL GODDARD

of the “Atlanta Rhythm Section”
© g2

Specifications and features subject to change without notice
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ROCK STYLES: BASS
a45°
045, .065, .075, .095
a7
047, .068, .080, .103

'S
050, .070, .085, .105
COUNTRY STYLES: BASS
47*
.0«'17.~ 068, .080, .103

'S

050, .070, .083, .105

ROCK STYLES: GUITAR

8

008, .010, .015, .022, .032, .042

9

.009, .011, .016, .024, .032, .042

10°

010, .013, .017, .026, .036, .046
9

L)

011, .014, .018, .028, .038, .049

COUNTRY STYLES: GUITAR

8

008, .010, .015, .022, .032, .042
9

009, .011, .016, .024, .034, .044
10°

010, .013, .018, .028, .038, .048

T
011, .014, .018, .028, .038, .049

*Package contains wound and unwound .018

Gliders ™ Rock and Country strings are available
in prepackaged gauged sets or as individual
replacement strings from your authorized
Peavey dealer. /

®
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LAURIE ANDERSON
Big Science
Warner Bros. BSK 3674
Produced by Laurie Anderson and Roma
Baran; engineered by Leanne Unger, record-
ed at The Lobby, New York City; mixed at the
Hit Factory, New York City; mastered at Mas-
terdisk by Bob Ludwig; plated at Europadisk.
“Performance art” and “new music” be-
coming mass distr’buted American pop culture?
Think not of the implausible Jonn Cage, but con-
sider the devastatingly appealing Laurie Ander
son and her debut LP. Last fall, Warner Bros
took the surprising step of distributing Anderson’s
“O Superman,” eight minutes and 21 seconds of
jarring cultural images, gently sweepmng elec-
tronic music and whole-note rhythms founded on
a tape loop of Anderson's vcice honking anh,
anh, anh. An instant critics’ favorite, "Q) Super-
man” was so stunning that it just had to be one
sererdipitous flash of crossover brilliar:ce from
the New York avant garde. But it was just a pre-
lude to Big Science, and Big Science is just one
collection of “"Songs from ‘United States [-1V"."
Since she received her Master of Fine Arts
from Columbia in 1972, Laurie Anderson de-
veloped from art historian and sculptor into per-
formance artist, violinist and compaser, present
ing her many works in New Yark, Europe and at
colleges throughout the U.S. She has expressed
concern that her creations might nct translate to
record or endure repeated scritiny. But with the
nine songs on this album. Anderson has suc
cessfully transmuted her vocal and sound col
lages into her owr. sardonic idioms of pop that
resonate in the brain like recurring dreams
Much of the music will scund tamiiar to af
ficianados of Brian Eno and Rober! Fripp and the
spare but polyrhythmic drums and percussion
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are common to the newest wave rock of Talking
Heads, Bow Wow Wow and others. The melodies
are breathtakingly simple and fall into indelible
hooks that underscore the irony of Anderson's
lyrics. One listening and you might walk around
for days humming "O Superman, O Judge, O
Mom and Dad. Mom and Dad.” or “Big Science.
Hallelujah. Big Science. Yodellayheehoo.” or “let
X = X" or the frightening, comforting "Here
come the planes.”

Anderson plays much of the music herselt
on Farfisa, OBXa, marimba, violin, supplemented
by occasional reeds, percussion, bagpipes and
handclaps. And her America is modern, techno-
logical, jammed with airplanes, telephone an-
swering machines, shopping malls, freeways and
drive-in banks; motivated by such bizarre senti-
ments as “"Every man, every man for himself,”
“Honey you're my one and only, so pay me what
you owe me,” and "Cause when love is gone,
there's always justice. And when justice is gone,
there’s always force. And when force is gone,
there's always Mom.”

Not only the juxtaposition of everyday im-
ages and the use of ordinary language ("This is
gonna be some day”), but the textures of Ander-
son's remarkable voice turn things quite com-
monplace into messages quite complex and ex-
traordinary. Her judicious use of Vocoder and
her emulation of recorded messages and elec-
tronic communications ironically emphasize her
underlying "we're not really robots” faith. Her
singing is often childlike in its directness while her
spoken vocals are disturbingly distant. Anderson
becomes the perfectly objective voice of pop arti-
ficiality and renders what is banal and prosaic al-
ternately harrowing and sublime

Like any good pop album, Big Science
has its throwaway cuts, which upon a second or
third hearing become little gems. Next to the
masterwork proportions of the title song and "O
Superman,” "Sweaters” and "Walking & Falling”
are engaging little miniatures of disaffiliation and
despair. All but two of the tunes track under five
minutes but you are not likely to hear them pop-
ping up on your car radio. Yet the way in which
they restructure the stuff of everyday life and play
with the ambiguities of meaning and emotion is
much more life-affirming and humanly enduring
than the trendy syntho-pop of Soft Cell, Depeche
Mode and other electro-wave groups

Anderson is now touring as a fedgling pop
star, taking her multimedia presentations into
large clubs and small theaters. Having met the
challenge of committing her once-in-a-lifetime
creations onto a permanent medium, she faces
the expectations of a new audience that knows

her by her record. With Big Science on her side,
it wou'd seen that Laurie Anderson can turn arny-
thing around, or over, under, sideways, cown.
‘Why?" the capteir asks in “From the Air.
“Cause I'm a cavernen. Why? Cause ['ve gor eyes
in the back of my head. Why? It'= the heat. Stand-
by

—Derk Richardson

I‘ull Smith

RUSSELL SMITH

Capitol ST 12197

Produced by Barry Beckett and Jimmy
Johnson ot Muscle Shoals Studios, Sheffield,
Alabama; engineered by Gregg Hamm, Steve
Melton, Mary Beth McLemore; mastered at
Capitol, L. A. by Wally Traugott.

Whie many may not krow the name of
Russell Smith right off, there are a few who have
not heard hs voice, since, as lead vocalist for the
Amazing Rhythm Aces, he delivered the seamy
tongue-in-cheek drama of “Third Rate Romance
(Low Remr Rendevous),” the beloved motel/as-
signation seng that more than a few people could
sing in thex sleep

Last year's much-lamented demise cf the
Aces, generally regarded as the best white soul/
country barid ever tc fly the colors of "Memph:s
Ten-O C" {as they uaually wrote it) was another
harsh reminder of the realitites of the record
busine:s. Though the Aces in their five-year re-
cording career pu: out a string of a half-aozen
truly ace albums (pun optional), {containing such
marvelous originals as “Burning the Ballroom
Down,” “The End is Not in Sight,” “"Dancing the
Night Aw.ay,” "Never Been to the Islands” and
"Big Old Erew,” and such vibrant covers as
“Love and Happiness,” "You Left the Water Run-
ning” and “Wild Night”) they never had a real hit
after “Thir 2 Rate Romance” and simply could not
sustain therrselves or: the road because the bard
was a L:ttle too big and the business a lot too sour

So they gave up the ghost; but now at least
Smith s back, with an album zo-produced at
Muscle Shoals by iimmy Johnsor, who had pro-
duced the last two Aces albums in the same
studios Srith alse co-wrote all the songs (save
one he wrote alons) with longtime pen partner
James H. Brown, Jr. Thus, since the productior,
studio and song team are much the same a: be-
fore, what we have hare is something as close to
an Aces album as yzu could get without the Aces;
or, put another way, an Aces album that focuses
totally on Fussell Smitn songs and that does away
with all the organic inspirations and messiness cf
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a road group's LP.

The very high class front cover artwork,
and the back-cover photos of Smith in spiffy dark
blue blazer and tie—an outfit he surely would
never have been seen wearing with the raffish
Aces—signals the change.

The LP, however, is not a whit less soulful
for that, and is indeed one of the finest albums to
have appeared this term. The players {(co-
producer Beckett and James Hooker on
keyboards; Pete Carr, guitar and dobro; Larrie
Londin, drums; Joe Osborn, bass; plus percus-
sion, backing vocals and strings) provide a
tightness, depth, and, most of all, subtlety not
usually heard on the band's albums. The LP is
blessed throughout with haunting tempo and key
changes, vocal and string embellishments, and
other fine touches, none ever overdone.

Smith’s strongest characteristic is the
almost overwhelming sense of minor-key tension
he is forever able to exploit and then let go of; he
seems forever skirting around disaster, but
forever strong enough—as the power of the
songs themselves symbolized—not only to avoid
the danger but to dominate it, creating a delicious
sense of resolution that rings in the mind long
after the songs have faded.

Suffice it to say that every song, from the
beautiful uptempo opener “Your Eyes” to the
picture-perfect and inspirational “"Someday We
Will” to the sensuous "Our Lady of the Blues” to
the string-touched anthem “Southern Music,” is a
masterful blending of elements held together by
the masterful and haunting vocalist.

Smith has been touring with an aggrega-
tion calling themselves the Muscle Shoals All-
Stars, also including Levon Helm. See them if you
can; if you can't, get the record. On second
thought, get the record no matter what.

—Jack McDonough

DIVER DOWN

Van Halen

Warner Bros. BSK 3677

Produced by Ted Templeman; engineered by
Donn Landee.

Producer Ted Templeman may have
overstated his case slightly when he likened Ed-
ward Van Halen's talent to that of Charlie Parker,
but there’s no doubt that young EVH is exploring
and exploding the boundaries of guitar
possibilities. Nearly every cut on Diver Down
reveals another facet of the guitarist's
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phenomenal skill at chording, filling and solo-
ing—plus a couple of decidedly un-heavy-metal
interludes: a piece called "Cathedral” sounds as
though it's all played with the volume control and
left-hand hammering; “Litlle Guitars (Intro)”
features delicate, Spanish-flavored figures played
on a classical guitar; and “Intruder,” the prelude
to "(Oh) Pretty Woman," goes straight for the
gonzo sound-effects. The obligatory chainsaw ac-
tion fills out the rockers, and nobody gets the
overtones out of a quitar as effortlessly as Edward
does. "Secrets” is a moderate-tempo number, and
Van Halen's guitar sounds as clean as a Jeff Bax-
ter line from a Doobie Brothers song.

There are some interesting surprises on
Diver Down. In addition to “(Oh) Pretty
Woman,” the Roy Orbison classic released as a
single in advance of the album, the band also
covers Ray Davies' "Where Have All the Good
Times Gone” and the great "Dancing In the
Street,” giving the latter a slightly more leaden
beat than the original but imparting the
characteristic Van Halen fun quotient. "Big Bad
Bill (Is Sweet William Now)” is a swing number
from several decades ago, rendered here in
good-time fashion with a clarinet line played by
Jan Van Halen, the father of Edward and Alex.
The song might be a small joke on Edward, who
was recently married, since it deals with a
boozer-bruiser who gets married and settles
down. And the closer of the album is an a cap-
pella rendition of "Happy Trails,” the Dale Evans-
penned closing theme from the old Roy Rogers
TV show.

David Lee Roth demonstrates considerable
vocal skills on Diver Down, shifting registers in
his singing as easily as Edward Van Halen does in
his guitar playing. "Full Bug” starts out over an
acoustic guitar, with Roth wheezing like an old
black bluesman, and then explodes into full-
throated boogie. He handles "Big Bad Bill” with
the good-humored tone it requires, then on the
rest of the album returns to the metal shouting
that made him and the band famous. Sure, Van
Halen aint The Beatles, but they've certainly
demonstrated that there's more to metal than Oz-
zy Osbourne and Motorhead.

—David Gans

ORNETTE COLEMAN Bt

ORNETTE COLEMAN
Of Human Feelings
Island AN-2001

Produced by Ornette Coleman; engineered

by Ron Saint Germain and Harold Jarowsky;
recorded on Sony PCM 1600 digital 2-track
recorder; recorded at Columbia Recording
Studio, New York.

Coleman has been a powerful innovative
voice in jazz for the better part of three decades,
and with his newest intrusion into funk, he seems
to be taking it a step further. The theories of
“harmolodics,” which he began formulating in the
1950's, are being practiced more today than
ever, and could have implications as far as even
pop music.

Of Human Feelings was recorded three
years ago, and features Coleman'’s current tour-
ing "Prime Time Band.” (Record companies have
shown a penchant for keeping Coleman albums
in the can for about three years before releasing
them to the public.) As new as this music seems, it
is sometimes surprising how closely the rhythm
section straddles the disco fence. Their strong
point is the ability to groove—to find it, then sit on
it in spite of all the melody, counter melody, and
sub-melody whirling all around.

Drummers Demardo Coleman (Ornette’s
son) and Calvin Weston work well together, often
splitting themselves up to attack different parts of
the trap set. They kick out decidedly upbeat
rhythms, and Jamaaladeen Tacuma, who some-
times sounds like about five bass players, pushes
ever forward, maybe even leaning a little ahead
of the beat. Listen closely and you'll hear Tacuma
playing his own melodies underneath the urgent
beat of "What Is The Name Of That Song?”
Tacuma starts several of the songs, and there's no
mistaking the beat when he does. There are no
ballads on Of Human Feelings—everything
bounces.

Ornette’s alto sax is joined by guitarists
Bern Nix and Charlie Ellerbee. One of the guitar-
ists usually plays a unison or harmony part with
Coleman on a written melody, while the other
comps or picks his way, carefully avoiding the
melody. The guitar sounds vary from rich, round
jazz tones, to crisp funk voicings, to linear Hen-
drix-like distortion blasts. Nix and Ellerbee have
been with Ornette since the historic Dancing In
Your Head [A&M SP-722| and Body Meta [Art-
ists House 9401] sessions, and their work here
demonstrates a special chemistry. The songs here
are shorter than on the above-mentioned
releases, and that works to advantage. The
“heads” of the tunes jump out of the grooves with
more force, not to mention the fact that it makes
for a better party record! It was the surface
simplicity of Coleman's writing that struck me
upon first hearing Dancing In Your Head a few
years back, and that style has remained with him.
Coleman’s sax cries are very human. His music
projects a certain non-sophistication (perhaps
“anti-sophistication”), but can he ever blow. A
couple of the songs here show Coleman at a com-
positional peak as well.

One of the most enjoyable aspects of this
record is the separation between the two drum-
mers, and between the two guitarists. Each
player's contribution to the overall music can be
easily heard. The recording is super clean, but
still full of the feeling of this superior band.

—Robin Tolleson
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Equipment
For Sale

Scully 280 1" 8 Trk Tape Machine
for Sale. No remote—presently in
operation in our tape mastering
facility. $4,300.00. Call Chas at
Diskmakers (215) 627-2277.

3M 79 recorder with Selectake
$24,000, Auditronics 501 26 x 16
modified $16,000. Both for
$38,000. Telefunken Elam 251. will
consider offers. (801) 785-0077.

FOR SALE
16-trk Tascam 90-16 recorder with
dbx, 2 years old. Excellent condi-
tion. Coll Wayne (904) 399-8283.

3M  M79 24 Track Recorder
$21,500.00, DBX 310 Noise Reduc-
tion $10,000.00. Package. Contact:
Cindy or Gary, Streeterville Studios
(312) 644-1666.

ARE THE BEST DEALS IN THE WEST
IN RENO?—You bet! Get East
Coast prices but without East Coast
shipping charges. Call or write for
this months unprintable prices on
Tascam Model 15 consoles, Korg,
Moog, Prophet 5, Rhodes & much
more. TEAC system 30 equip. now in
stock. Shop us. STARSOUND
AUDIO/2679 Oddie Bl.. Reno, NV
89512 (702) 331-1010

STUDIGQ, CLOSEQUT!
Tascam Model-15 24 in mixing con-
sole, mint condition. Reasonable.
Outboard equipment. Reasonable.

(516) 223-2788

Recording
Services

STARLIGHT SOUND STUDIO
24 & 16 track recording
in the
S.F. Bay Area
(415) 236-2281

Record & Tape
Services/
Supplies

BLANK AUDIO
AND VIDEO CASSETTES

direct from manufacturer below
wholesale. Any length cassettes. 4
different qualities to choose from
BULK & REEL MASTER TAPE from
V4" to 2. Cassette duplication also
available. VHS T-120's, $11.25
Brochure. ANDOL AUDIO PRO-
DUCTS, INC., 4212 14th Ave

Dept. MX, Brooklyn, NY 11219
TOLL FREE: 1-(800) 221-6578 ext. 4
or NY res. (212) 435-7322 ext. 4

NASHVILLE'S BEST
in packaging & pressing. Top name
clientele. References supplied. The
ultimate—Chumley Productions,
2802 Foster Ave., Nashville,
TN 37210.

DISC MASTERING—Cut From Your
Tapes at Low Cost—Plating, Press-
ing, Labels, Jackets—Full Produc-
tion—Send for Free Info or call THE
CUTTING EDGE Box 217, Ferndale,
NY 12734, (914) 292-5965.

RECORD PRESSING. Law package

prices on top quality LP’s, including

mastering, matrix, labels, jockets.
Check us first.

H.R. Productions {415) 930-7573.

Miscellaneous

I've been shooting live perfor-
mances, video productions, publicity
shoots, etc. for a long time.
PUBLISHED Credits incl: Poco, The
Motels, John Hiatt, Neal Schon,
Roger McGuinn, efc., etc... Rates to
fit your budget. Contact gale
warning photography, 337-20th
Ave., San Francisco, CA 94121 or
(415) 386-5708 after 5:30.

MAILING LIST & LABEL SERVICE
Radio—Local & National —Radio
Press, Record Labels, Distribs.
Augie Blume (415) 457-0215
Box 190, San Anselmo, CA 94960
Record Promo, Publicity, Consult.

AGFA MASTERTAPE AND CASSET-
TES. Super prices. Example: Y4" x
2400° bulk = 9.82 and C-60 for
86¢ (case quantities) send for
wholesale price list. WORLD CLASS
TAPE, Box 7611, Ann Arbor, MI.
48105 (313) 662-0667

L.A. KEYS Synthesizer Rentals
proudly announces availability of
LINNDRUM, FAIRLIGHT CMI, &

SYNCLAVIER Il digital synthesizers.
Reosonable rates include
tronsportation. Call L.A. KEYS
{213) 897-4679.

USED EQUIPMENT
Bought & Sold
List on request

SUMMIT AUDIO
P O Box 1678, Los Ga'os
CA 95031 (408) 395-2448

PROFESSIONAL AUDIO EQUIPMENT

Shop for pro audio from N Y s leader. no
matter where you live' Use the Harvey Pro
Hot Line. (800) 223-2642 (except NY.
Ak . & Hi).Expert adwice. in-depth parts
dept . X' wvideo systems available
Broadest setecton such as Otan. EXR.
Ampex. Tascam and more Write or call
for price or product info
Harvey Professionsl.Products Division
25 W, 45th Street
New York. NY 10036

GET IN ON THE ACTION

How to place a Mix Classified

Please type or print in CAPITAL LETTERS and lower case where you want the same to appear in

your classified ad.

There are 6 lines to the inch and approx. 30 characters to the line. $50 per inch - 1" (min.).

Additional lines $10 per line.

Bold Type $10 per line. Black border $10 extra. Logos or display advertising up to 4" will be
charged at $75/inch. Multiple insertion rates at 10% discount.

DEADLINE IS 6 WEEKS PRECEDING ISSUE DATE

Categories Available (check one)

EQUIPMENT RENTALS
EQUIPMENT FOR SALE
INSTRUCTION

EMPLOYMENT WANTED
EMPLOYMENT OFFERED
EQUIPMENT WANTED

RECORDING SERVICES
REHEARSAL SPACE
MAINTENANCE SERVICES

MISCELLANEOUS

(212) 921-5920

CALL US LAST!
Find the best deal.that you can, then
call us. We guarantee the best prices
on MXR, DiMarzio, Electro-Voice
and more. At Audio, Light & Musical,
it will not cost you a dime to call:
(1-800) 446-8000.

THE AUDIO GROUP, a full service Pro
Audio Co., leaders nationwide in
audio brokerage (buying & selling us-
ed equipment). Also dealers of pro
line: 3M, Dolby, Auditronics, Spectra
Sonics, Eventide, Lexicon. Ivie, MXR,
Shure, Sennheiser, etc.
(212) 765-7790

JUNE 1982

Signature

Address

Phone

Date

IF PAYING BY VISA
Card #

MASTERCHARGE

Exp. Date

Name on card

Signature

PAYMENT BY CHECK, MONEY ORDER OR CHARGE MUST ACCOMPANY AD
Mail to: ‘Mix Classified, 2608 9th St., Berkeley, CA (415) 843-7901
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get into the Mix...

Chlip and mail today

Bv all means, send me __shirts @ $8.50 each.
| enclose$ tincludes postage, handling & California sales tax)

Quantity desired.

_ Male _____Female (French cut)
S L S L
M__ XL M XL
Please Print L egibly
Name
Address _
City State __ Zip
Mail to: T-Shirts for your
Mix T-Shirts staff and customers?
P O. Box 6395, 10% discount on orders
Albany, CA 94706 of 10 or more!

1-Shirts available in black &
white only Allow 6-8 weeks
for delivery

ADVANCED
PROFESSIONAL
SOUND SYSTEMS

road mixing consoles
studio mixing consoles
power amplifiers
speaker enclosures

Always a prime consideration in
Hill designs, high performance is
the main reason for our success -
even in 1972 we were building
mixing consoles based on virtual
earth technology featuring
transformerless inputs with
exclusive use of operational
amplifier integrated circuits.

With extensive first-hand know-
ledge of how the products are
used, Hill designs avoid the side
effects, anomalies and incon-
veniences of many designs born
behind the closed doors of the lab.
Incorporating items such as custom
extrusions, tantalum capacitors and
toroidal transformers, our designs
elimnate problems before they
arise.

For more information please contact:

EVERYTHING AUDIO
16055 Ventura Blvd., #1001
Encino, CA 91436
(213) 995-4175

LEO’S PROFESSIONAL AUDIO
547 Telegraph Ave.
Qakland, CA 94690

(415) 652-1553

ELECTRONIC SOUND PRODUCTS
3320 Chelton Loop Sth.
Colorado Springs, CO 80909
(303) 586-5989

AUDIO TECHNIQUES
1619 Broadway, 4th floor
New York, NY 10019
(212) 586-5989

Hill Audio

U.S. SALES
2175 Mallul Dr., Suite 256
Anaheim, CA 92802
(714) 971-3306

HILL AUDIO LTD.
Hollingbourne House,
Hollingbourne, Kent, England
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Ilustrated:
Hill J Series 2

2175 Mallul Dr,, Suite 256
Anaheim, CA 92802
(714)971-3306
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NOW YOU DON’T HAVE

i@ 41 MEVE B VIS

Until now, if your budget for a
multi-track tape recorder was
around $20,000 you had to settle
for a used 24-track machine and
someone else’s problems...or set-
tle for fewer tracks and com-
promised quality.

Soundcraft decided today's
economy demanded a line of
new multi-track recorders that are
fully professional, yet reasonably
priced. We took a look at all the
major professional machines and
went back to the drawing board. ) R
The result is a new line of tape ) (s
machines...basic in design, but . ' y
with all the professional features ol —

and reliability you demand. ey X

The new Soundcraft multi-tracks . . p——— -’
are lighter and smaller than other e i = L =
machines. The 24-track is com- - - = el B

pact enough to fit in the most
cramped mobile production truck 2 , ‘
and light enough to roll between . L &+ S i 5
rooms. 3 sl W
Best of all, you can buy the new - o4 =) - W
Soundcraft two-inch, 24-track P v i .=
recorder for as little as $21,250° s -
.ifs 16-tfrack counterpart for only - - ,
$19,050 with a complete list of .
options so you can tailor your ' ; ,
machine o your own requirements, 4 LA, 5 5
Take a look at the new i o= - -
Soundcraft multi-tracks. You'll . i
see that we really do offer you — [ - -
More for Less! [ = i
* Model 762/24

4

Soundcraft

THE CHALLENGER

For the name of your nearest Soundcraft

Multi-Track dealer, contact: e
SOUNDCRAFT ELECTRONICS USA.
20610 Manhattan Place, Suite 120
Torrance, CA 90501

(213) 328-2595 - Telex 182-499
MAGNETICS LTD.

&




