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pricetopay
GREATNESS.

Harrison Systems has always built GREAT CONSOLES.
Harrison Systems has also had GREAT PRICES.

We know that what you have always wanted was a GREAT
CONSOLE, but what you need is a small price.

Now, you get the price, and
you get a Harrison

dHarrison

HARRISON SYSTEMS, INC. « P.O. Box 22964, Nashville, Tennessee 37202 « (615) 834-1184 « Telex 555133

SERIES 4 FEATURES: All transformerless design + Thick-tilm resistor networks < 5532/5534/LF353/5532/5534 amplifiers + Minimum

audio-path design * State-variable equalizer « +4 dB (or +8 dB) balanced outputs + Automated fader « Extensive patching *
DIN (Tuchel) interconnects + DIN Eurocard internal connectors « Center-detent panpots + Center-detent = EQ controls - All sends switchable main/
monitor « All EQ sections switchable main/ monitor » 4 mono sends, plus 1 stereo send « Automatic PFL - Optional non-interrupting stereo solo « New high
RF-immunity transformerless mic preamplitiers - Dual switchable mic inputs to each module - 24 tracks, plus direct outs (MR) « 8 stereo groups, plus 4
stereo programs, plus 4 mono programs (TV) « Extensive internal and external communications « Multitrack intertace from stereo groups (TV) « All-
aluminum (lightweight) housing * Internal or external patching * Various meter options - P&G taders.

“Prices shown are for direct tactory sales in USA, FOB Factory, installation not included. Commissioning into a prepared facility is included. Prices
outside of the USA are higher due to freight, duty, dealer service support, etc. Normal payment terms are 30% with order, 70% prior to shipment. Price,
specitications, terms, and availability are subject to change and are determined only at the time of sale.

Circle §108 on-Reader Service Card
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At JBL we design pr()feSSiona.l pr()ducts Whether vou're designing sound systems for 20,000
’

. ! . " > " seat concert halls or 20 seat boardrooms, one thing remains
w1th Just one app]lcatlon n mlnd .. constant—the need for quality, high performance audio products.
* Yet the very performance characteristics that make an audio
component ideal for one application can make itonly marginally
acceptable for another. And that can make component selection
a real headache for you.
At JBL. we have a solution. We tailor each product in our
extensive line to meet the demands of a specific application.
So no matter what kind of system you have in mind, youll find
a JBL component that offers a perfect match.
If this approach makes sense to you. ask the audio special-
ists at your JBL professional products dealer for the details.
They can help you get the exact performance you need without
Yours. guesswork or compromise.

Professional

ﬂBL Products

Division BL/harman international
Circle »001 on Reader Service Card




Dear Mix

Thanks much for Michael Lane's fine arti-
cle on Record Restoration in your December
1982 issue. This is a subject very near and dear
to my heart as a collector of early (sometimes
very early!) blues and jazz 78 rpm recordings.
Many times | find myself settling for records of
obscure material, the condiiion of which is awful
at best. Lord knows | remember what I used to do
to the 78's my folks had when | was a kid! Thus, a
copy ot a Memphis Jug Band record found at a
flea market will tind its way into my collection IN
ANY CONDITION! I may never find another

The re-mastering or re-channeling of
rare records is, to me, an interesting and highly
subjective challenge. How coes one go about ex-
tracting the “original” ambience of a performance
when there is no other transcription available, in
any condition, with which to reference it to? |
have tound that on many re-issue albums it is only
the taste (or lack thereof) of the engineer which
sets the criteria

| personally like to keep the reproduc
tion as clean and uncluttered as | can and find
that referring to as many other sides recorded
and manufactured around the same time, by the
same company helps me to get a "natural” sound
I have also discovered a number of tricks which
may be of interest to anybody else sharing in in-
terest along these lines

Shure manufactures 78 rpm styhi plug-in
replacements for a number o? their high quality
cartridges which allow wide-frequency retrieval
of any information available on the record and
they are monophonic. Rather than use a "state-of-
the-art” turntable, most of which do not even
have a 78 rpm speed setting, 1 like to use my
most ancient Webster-Chicago turntable or a
Bogen-Presto vanable-speed unit | bought over
20 years ago. These machines were made for 78
reproduction and, in my estimation, give superior
quality above anything made today. The Bogen is
especially nice because, as Mike mentioned, not
all 78's were recorded at 78 rpm!

I am not against using “state-of-the-art”
signal processing gear, however. The SAE
Scratch & Pop Filter and the new Furman “"Para-
Graphic” equalizer are both very helpful. It
would seem that a programmable filtering system
could be extremely usetul in combatting high fre-
guency losses which occur as the groove gets
closer to the center of the disk. Since the noise
level on badly worn records also increases
toward the center, the programmable filter allows
the engineer to have his hands free for other ad-
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justments. It's not true that recording engineers
have three arms, altt ough it sometmes seems like
they do!

[ have been considering using a small
computer which could be programmed to elimi-
nate major recurring clicks (or off-center disks
which sound like an aural roller coaster). By 1so
lating the major frequency and amplitude of a
click, as found, say on a broken record which
had been “repaired” and is playable, and invert
ing the signal and applying that signal to the noise
on the next revoluticn, most of the click should be
eliminated. The warp, with a computer enhanced
delay factor, could be erased entirely

Again, tharks for the article. I am look
ing forward fo the rext one with baited breath!

It there are others interested in sharing
information, technug ies or ideas on restoration of
old records, please tzel free to contact me; I'll be
happy to share

Keep up the good work

Yours 1in music

T Malcolm Rockwell

Rainbow Scund Studios

Hayward, California

Dear Mix
Your recent series of articles by Ken
Pohlmann, "Diaital Discussions,” has been great
| would like to know 1f you, or he, could
recommend some textbooks or other sources of
information on digital electronics (and/or analog
electronics) for the "beginner,” but a beginner
who has a solid ma:h background, sufficient to

appreciate Mr. Pohlmann’'s articles. In other
words, | wouid like to pursue what he 1s writing
abont even farther, but am looking for something
written from . point of view similar to his, com-
plete, lucid, and readable  something for the
person who might have been an electrical engi-
neer but tound another way to make a living and
now wants tc make up for lost time, without taking
-

I thirk you are to be commended for
publishing suzh technologically-oriented articles
as Ken Pohlmann's - as long as you do | will keep
reacing

Very truly yours,

Jeftrey Yoder

Fairtield, CT

Dear Jeftrey,

Thanks for your comments. In future
installments of Digital Discussions, Ken will
be including relevant outside reading for the

specific topics being discussed. Keep
reading.

—Ed.
Dear Mix,

Just a quick note to say what a superb
magazne Mix is! I've been receivirg it for over a
year and reao through all issues. | find Mix very
informative ard a great aid to the industry. Keep
it up

Jim Kelley

Ishrny Van Zant Band

Jacksonville, FL

Calling All Educators

Of the mail that comes in to our office, much of what we're asked about
concerns the subject of education. . . recording schools, seminars and other in-
formative opportunities for the recording arts. In the past we have occasionally
run listings of recording programs and reader response to these listings has been
very strong. This year we plan to take it a step further and publish a reference
guide to all of the educational gatherings that have made themselves known to

us.

We will publish this special directory in the near future, so if you are in-
volved with such an institution and have not yet heard from us, please drop us a
note (Mix, 2608 Ninth St., Berkeley, CA 94710) or give us a call (415/843-7901).
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Compact Disk Acceptance Growing

CBS Inc. and Sony Corporation of Japan
have announced plans to establish a compact
disk (CD) software manufacturing facility in the
U.S. in 1984. Currently, CBS/Sony Inc. is now
producing compact disks in Japan, and CBS Rec-
ords plans to market these imported CD's in the
United States in the first quarter of 1983.

Meanwhile, Polygram has announced
the availability of 250 titles in Europe and Japan
on the CD format, and plans to market 30 addi-
tional compact disk releases monthly. Other firms
who have adopted the CD software format in-
clude: Nimbus, Toolex Alpha, Sonopress, CBS/
Sony, Matsushita, Nippon-Columbia, Pioneer,
Toshiba-EMI, and Sanyo

The launch of the compact disk hard-
ware system in Japan has been “a great success”
according to Mr. Norio Ohga, president of Sony
Corporation of Japan, and chairman of CBS/Sony
Inc. In preparation for an industry-wide de

mand for the new format, and to avoid contusion
regarding the CD's marulfacturing process, Phil-
ips and the Sony Corporation have announced
the details of a master tape specification which
they are recommending for the industry’s accept-
ance. While it is expected that the adoption of
these specifications will streamline the CD manu-
facturing process, Philips and Sony emphasize
that their adoption is entirely optional and that it is
very important that manufacturing facilites be
prepared to handle programs recorded in a wide
variety of formats.

The specification refers to a % inch cas-
sette type CD-master tape with synchrenized sub-
code data to permit easy access to the program
data when the master disk is cut

For a detailed specification report, read-
ers may rontact Nick Morris, Genera. Manager
Professional Audio Products, Sony Corporation
of America, Sony Drive, Park Ridge, NJ 07656.

notes

Harrison Systems, the Nashville based audio
console manufacturer, has appointed Everything
Audio of Encino, CA, as the exclusive sales rep-
resentative for Harrison's line of music recording
consoles for southern California. Harrison Sys-
tems will continue to directly support the film pro-
duction and post production industry, the maior
television networks, and broadcast companes
through its factory west coast office. ... The Pro
fessional Motion Picture Association has devel-
oped a computer compilation of stolen, missing
and misappropriated motion picture production

equipment. To receive a free copy of the missing
equipment listings or to report lost equipment,
contact PMPEA, Ten Thousand Riverside Drive,
Suite 6, Toluca Lake, CA 91602 (213) 761-6690.

Tony Satariano was recently appointed east-
ern regional sales manager for Crown Interna-
tional. ... Altec Leasing recently announced
the hiring of Gordon Hawks as Distric: Manager
for their central eastern territory. . . . John Strand
has joined Klipsch & Associates, Inc., as Sales
Engineer/Professional Products, a new position
with the firm. Steve Armstrong has been

These listings are coming soon to Mix:

Studios of the Northeast

Remote Recorders
Recording Schools
Southwest Studios

Sound Reinforcement Companies

If you work in one of these areas and have not yet heard from
us, please give us a call (415/843-7901) or drop us a line (Mix
Magazine, 2608 Ninth St., Berkeley, CA 94710) so that you
won't be inadvertently omitted from these important listings.

EIA/CEG 1983
Engineering Priorities:
Stereo and High-
Definition Television

The EIA (Electronic Industries Associa-
tion) Multichannel Sound Subcommittee recently
deferred a vote on the selection of a single system
for recommendation to the Federal Communica
tions Commussion due to objections voiced by
one of the proponents. The subcommittee had
planned tests in order to complete the technical
record on cable and receiver compatibility. A
July deadline is anticipated as a result of an FCC
proceeding fo propose a ‘marketplace” ap-
proach to stereo TV sound

Interest in High-Definition Television
(HDTV) as a means of improving the present tele-
vision picture has increased as a result of a recent
FCC authorization of direct broadcast satellite
(DBS) service by eight organizations. New trans
mission standards will be needed for DBS. Efforts
are under way to form an industry committee to
develop HDTV and DBS transmussion standards

named Western Regional Sales Manager for JBL
Incorporated's Professional Products Division
... Peter Kehoe has been chosen to fill the posi-
tion of Field Service Engineer at Studer Revox
America’s New York office. Connectronics
(formerly Canford Audio) has been appointed ex
clusive distributor in the United States for Acces-
sit, the range of audio signal procession units
manufactured in England by Bandive, Ltd.
Casey Kurylo has been named plant manager
for Media International, Inc., 247 E. Ontario
St., Chicago Shure Brothers Inc. and HM
Electronics Inc. are sponsoring a special Micro-
phone Applications Workshop to be held at the
Syn-Aud-Con Seminar Center in San Juan
Capistrano, CA, February 15-17, 1983. Other
upcoming activities at Syn-Aud-Con include: a
Concert Hall Acoustics and TEF® Workshop,
with the cooperation of V.M.A. Peutz, on March
3.6, and a Live End-Dead End (LEDE) control
room desigr: conference on March 14. For fur
ther information, contact Don Davis, P.O. Box
669, San Juan Capistrano, CA 92693 (USA).
Phone (714) 496-9599 3M has recently
developed Confirm Film, a mgh security authen
tication system developed to reduce conterfeit
records and prerecorded tapes by reflecting a
normally invisible code that appears in the
presence of a light beam. For more information,
contact 3M’s Safety and Security Systems Divi-
sion, 223-3N, 3M Center, St. Paul, MN 55144
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A classic rule of advertising is ““don’t knock the
competition.” Fine. We really don’t have anything
bad to say about our largest competitor, anyway.
They arc smart engineers, and their new Series 30
TASCAM recorders and mixers are very good pro-
ducts.  We make only mixers, not tape rccor(ﬁ:rs,
so if you plan on purchasing a recorder, we think
you really can’t go wroug with a Series 30 TASCAM
machinc.” But we’re mentioning the other guys be-
causc we would like to call your attention to how
our Studiomixer II professional recording console
compares to their top-of-the-series M-35 mixer. We
have put some very clever engineering into our con-
sole, too, giving Studiomixer II many more vitally
useful features than theirs. (See the chart.) And we
have an exciting Studiomixer II offer for you.

What the chart at the right does not reveal is
that our Totally Modular single-chassis mainframe
method of construction, our use of industry stan-
dard connectors, and the balanced outputs through-
out Studiomixer II make it as roadworthy and ap-

licable to sound recinforcement as for studio use.
his comes in pretty handy for those who cannot
afford the luxury of a separate console for each.
Sound like Yankee ingenuity?

Because Studiomixer II’s outputs arc expan-
dable, we can keep all the tracks olpany tape recor-
der up ta I6-track very busy, all at once, if you
choose to expand this much in the future. We have
not forgotton Otari users, either. Studiomixer II
operates at +4 or -10dB, in and out, and will happily
send a balanced signal to an Otari deck.

Seutiomixer 1

TASCAM M 35 STUCIOMIXER 11

INPUT CHANNELS 8s 5 10 8, to 21 on
20 w/ addi.ional chassis  manlrame  shown. up
10 38 on larger MF

4, expndble fo 8 in
mainframe shown, up
10 16 on larger MF

DQUTPLT CHANNELS 4

ZENOS PER INFUT CH 2 1 etfecs, 1 cue 6 2 effects, 4 aux

NPUT CHANNEL transto-mer, padding & transformerlessly  bal

CIRCUITRY trim contraols anced, 700B ot gan

EQUALIZATION Quasi pIrametnc Quas) parametnc

connecTons e AEA ks ﬁi&'ﬁu{ﬁ'}‘éﬂ% o
plated ." jacks/all other

SOLO EACILITY ves yes

TALKBACK, SLATE ves yes

CUE T PHONES (ONLY) no ves

PHANTOM POWER "0 ves

EQ BYPASS TC MON'S no yes

VU METERS/ALL BUSHES no ves

LONG "RAVEE FADEHS "o ves

BALANCEDO QUTPUTS no ves

4-WAY MUSICIAN HEAD- 0 yes

PHONE MIX FOR OVERDUB

LINE-LP OSCILLATOR "o ves

EFFECTS SENR/RET t:UE NG no ves

But we could be very clever all day long and,
until now, vou still may not have bought our mixer
because all the extra {eaturcs and ingenuity have
normally cost $1,200 dollars more than TASCAMI.
So here’s the exciting news. For a limited time,
through participating Studiomixer II dealers, the
8X4X4X2X2 mixer shown above will be offered
at the same suggested retail price of the standard
8X4 M-35 (talkback mcdule extra). Now you can
compare our professional console to theirs in ever
way. So go ahead and get their recorder. But, wit
a deal like this, you’d be very clever to step up to a
Studiomixer II!

For the name of your nearest Studiamixer Dealer, or for more information on our complete Studiomixer {1 product line, includin% our 8 and 12

output monitor consoles please call or write us: Amerimex Cos-dne.P:0-Bax 5036, Anaheim, California 92804 (714)6

0-6611.
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NORTHEAST

At Soundworks Digital Audio/Video Recording
Studios, Ltd., Robert Palmer finishing vocals for
his upcoming Island Records album, produced
by Robert Palmer and engineered by Jack
Nuber assisted by Michael Morongell (Digital)
.. At Plum Studio, Haverhill, MA, former RCA
recording artists, Shaharazod are in working on
a single, and Me! Caulton backed by session gui-
tarist Kenton Griffin laid tracks on his upcoming
single At Trod Nossel Recording Studios,
Wallingtord, CT, Archrival from Springtield,
Massachusetts recorded a ten-song selt-produced
LP of their original material. . . The 24 track
mobile audio truck trom Scharff Communica-
tions, New York City, recorded the Live From
The Met holiday special of "Hansel & Gretel” on
Christmas Day, at the Metropolitan Opera House
in New York. . . At Secret Sound Studio in New
York City, Wuf Ticket has just completed their
single “Ya Mama.” Produced by Jack Malken
and James Mason, Malken and Mason engineer
ing, Debbie Rebhun and Warren Bruleigh
assisting. . . In Boston, at Syncro Sound Studios,
Ric Ocasek finished up his album for Geffen
records, with Ian Taylor engineering, assisted by
Walter Turbitt & David Heglmeier. . . Arabel-
Jum Studios, Albany, NY recently released 45's
by Street Magic, the Targets and an EP by
Ariel, engineered and produced by owner Art
Snay. .. At Audio Innovators, Pittsburgh, PA,
Donnie Iris laying vocals for a Christmas novelty
recording with "Hal the Talking Computer.”
WDVE Radio and Audio Innovators are co-spon-
soring the event. Engineers for the sessions are
Norman Cleary, John Struthers, and Dan Fer-
raro. . . Activity at Unique Recording, New
York City, includes Bobby Orlando and Billy
Terrell producing tracks for a new Frankie
Avalon release. .. Recently at Celebration Re-
cording Studios in N.Y.C., Saturday Night Live
star Brad Hall was featured on lead vocal tracks
of a new holday single "Riffmaster Reindeer,”
produced by Dancin’ Productions and engi-
neered by Justin Neibank and Holly Peterson.
... Comfort Sound, Ontario, Canada was busy
on the pay TV front recently, making a 24 track
recording of Australia's Men At Work for an up-
coming Warner-Amex MTV special . . At Room
10 Recording in Washington, DC. The R.E.G.’s
were laying tracks for three gospel albums, Dale
O’Warren and Vicki Gray producing, Ira Leslie
engineering Recent activites at Fishtraks
Recording Studio, Portsmouth, NH, includes the
release of Raven’s 45 on the Fishtraks label

SOUTHEAST

At Bullet Recording, in Nashwlle, Merle Hag-
gard’s new album 1s being mixed by Rick
McCollister with assistance from Danny Mund-

8

henk and production by Ray Baker for CBS Rec-
ords. . = Activity at Emerald Sound, Nashville,
TN, includes Atlantic recording artist Sissy
Spacek with Rodney Crowell producing. . - Re-
cent activity at Doppler Studios, Atlanta, GA,
Jim Healy and Chunky Venable of Castleberry
Productions in Studio A producing songs for
Randall & CC. Musical appearances by Roy
Yeager and J. R. Cobb of the Atlanta Rhythm
Section. Brad Jones engineering. . . At Creative
Workshops I and II in Nashville, TN, producer
Joe Huffman working on individual projects for
Jimmy Swaggart, Faye Yates and Mr. Wendy
Bagwell. Brent Maher and Randy Goodrum
laying tracks on Kenny Rogers. . . Music Mill
Studio in Nashville reports Lou Rawls working
on his new album with Hon Haffkine producing,
Jim Cotton engineering. .. Canadian singer
Ms. Jessie Burns, recorded her first album at
Sound Emporium in Nashville. Scheduled for
release by Churchill in both the U.S. and Cana-
da, the project is being produced by Jim Wil-
liamson and Tony Migliore. Mike Poston
engineered. Activity at the Eddie Offord
Studio, Atlanta, GA, now includes outside pro-
jects: Singer Fiona Flanagan has finished sever-
al tracks backed by members of The Dregs, with
Eddy Offord producing and Steve Morse
arranging. Also recently tinished were several
tracks by the group Operator for Landslide
Records. Mark Richardson produced, with
Chuck Allen engineenng. . . At the Soundshop
Recording Studios, Nashville, a new album 1s 1n
the works for CBS artist Ronnie McDowell, who
was in the studio with his producer, Buddy
Killen, with Ernie Winfrey and Mike Bradley
engineering the sessions. . . Eric Clapton, The
Talking Heads and Spandau Ballet have all
recently completed their next albums at Island
Records’ recording studios at Compass Point 1n
Nassau, The Bahamas. .. Atlantic artist, KIX
recording an album in Studio E at Criteria
Recording Studios in Miami, with Peter Solley
producing and Steve Klein engineering. Engi-
neering assistants are Jim Sessody and Wolf Hut-
son.

NORTH CENTRAL

Solid Sound, Inc. in Ann Arbor, Ml reports a
new demo project by songwriter/singer, Mary
Liz Larin. Other projects includes a demo by
British-American artist Peter Halifax. . . Recent
activity at The Chicago Recording Company
includes: U.S.S.A., the band composed of tormer
Cheap Trick member Pete Comita; Cliff John-
son, formerly of Off Broadway; and Tommy
Gawenda from Pezband, cut two songs for a
forthcoming EP. The band produced; Paul
Klingberg engineered Recordina activity at
5th Floor Recording, Cincinnati, OH, includes:
second single "Doo Wa Ditty.” Bootsy's latest sin-
gle "Body Slam" and Midnight Star’s "Victory,’

the second single from their latest album. . . Re-
cent activity at Studio A, Dearborn Heights, MI:
MCA artist Bruce Nazarian of The Automatix,
teaching a class on recording techniques for
Wayne State University, and Producer George
McGregor working with singer Mel Davis on
R&B tracks, with Eric Morgeson at the board.

NORTHWEST

At Rhythmic River Productions, San Francisco,
CA, The Lloyds are currently working on their
new EP produced by Bill Cutler, engineered by
Pat Maloney. .. Activity at Hyde Street
Studios, San Francisco, includes Randy
Hansen's recording guitar overdubs in Studio A
for Bob Heyman's Planet Of The Enchained
Guitarists. Scott Church and Ricky Lynd engi-
neering In Alameda, CA at JENPET Music,
jazz/pop group Ariel cutting tracks for a self-
produced EP, Tom Size engineering. . . At Cora-
sound Recording in San Ratfael, Producer/Artist
Matthew Kelly is mixing an album featuring:
Nicky Hopkins, Bob Weir, Michael Bloomfield,
Jerry Garcia, John Cippolina, and more.
Stephen Hart engineering Ocean Records,
the record company and publishing arm of
Ocean Studio, Stinson Beach, CA, released its
first pressing, a "Christmas card 45" for test
marketing in the Los Angeles area. The cuts are
“You Are My Christmas Tree” and "Black (Soul)
Christmas” by Timi Terrific. .. The Berkeley
Music Group, Berkeley, CA, finished recording
a four song demo for North Bay hard rockers
The Jeffery-Miller Band... Dangerous
Rhythm Recording Studios, Rheem Valley, CA,
1s compiling a sampler album of ten Bay Area
‘new music’ bands, featuring: B-Team, IfThen-
Why, the Uptones, Necropolis Of Love, Bad
Attitude, and more. . . At Heavenly Recording
Studios, Sacramento, CA, the South Loomis
Quickstep Band is recording their third album
with engineer Larry Lauzon. The band is pro-
ducing the project themselves. .. The remote
taciliies of Pine Apple Studios, Philomath,
Oregon, have completed a series of live record-
ings of country music group Amarillo.

SOUTHERN CALIFORNIA

At The Village Recorder, West Los Angeles,
Robbie Robertson producing “The King Of
Comedy"” soundtrack for Warner Brothers, with
artists: Bob James, Ray Charles, Rickie Lee Jones,
Pretenders, B.B. King, Donald Fagen, Talking
Heads, Tom Petty, and Ric Ocasek. Joel Fein
engineering, Ginny Pallante assisting. .. At
Group IV Recording, Hollywood, CA, Roy
Rogers & Sons of the Pioneers cutting vocal
tracks with producer Glen Larson for “Fali Guy”
segment. Engineer Dennis Sands, assisted by
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Paul Aronoff. . . At Sound City, Van Nuys, CA,
Quarterflash cutting tracks for new Geffen LP,
with John Boylan producing, Paul Grupp enag-
neering and Ray Leonard assisting. . . Activity at
Soundcastle, Los Angeles, includes: Singer/
songwriter, Peter Allen, \n doing overdubs and
mixing on his new album for Arista. Richard
Landis producing, Joe Chiccarelli and Ed
Thacker engineering, Mitch Gibson assisting.
Mr. Bonzai privileged to attend sessions at
Cherokee Studios for forthcoming Van Dyke
Parks album on Warner Bros Songs by Van
Dyke with lyrics co-wnitten by Martin Kibbee,
Steve Goldman producing, Rick Rugieri enqg)-
neering and riding herd on 35 piece orchestra
{arranged and conducted by Lennie Niehaus)
12 vocalsts including Scatman Crothers, Jim
Keltner on drums, Mr Parks singing the part of
Brer Rabhit, providina comedy reliet and cnitter

omtort tor project based on the stories of Uncle
Jeff Lorber is currently recordina a
new album for Arista Records at Indigo Ranch
Studio m Malbu with Chris Brunt co-producing
and enaineerina Rick McMillen secondina
The Toasters cutting new tracks for their debut
EP at Eldorado Studios, Hollywood Overdubs
hemna cut at Track Record Hollywood RCA's
Ron Fair producing and enameering The
Truck Glendale C'A a mobile eaht track re-
cordina facility, opened its doors for business last
summer recording the synthesizer tracks for the
ZAXXON wvideo arcade came TV spot which
has been recewvina national arrplay The Truck
has now completed the Elderlocke mdependent
album proect At Magnolia Sound n North
Hollywood ('A. Kenny James s hrushina a | P
tor Destiny  Records  Elton Ahi producing
Stuart Taylor enainecrina At Kitchen Sync
Hecoraers in Hollywood, the poprrock band
Ducks Duet have recently hrushed recording
two new sonas ‘Don't Blame Mo ana  Fvery
Other Day * Steve Richardson produced with
Larry Menshak enaincering

Remus

sfundio news

Chester, PA, now has its first full function demo
recording studio, Leonardo Recording Inc. 1t
features a Tascam 40-4 four track along with the
Model 10 mixing console. Mics are Shure, AKG,
SONY, EV. Monitors are JBL and Auratone. Out-
board gear features Ashly noise gates and
Symetrix compressors. The studio 1s owned and
operated by Linden and Gwen Leonardo. . .
Effective immediately, Digital Services in Hous-
ton, TX is the first and only company to offer true
digital duplicating, editing, and disk mastering for
the Sony F1 digital recorders as well as Technics
digital processors and any other 14 bit EIA]
standard digital recorder. Utilizing the Sony PCM
100 14 bit professional digital processor with the
advanced Sony DAE 1100 digital audio editor
and professional PCM 1610 16 bit digital
recorder, users of the consumer type Sony F1
digital processors may achieve the full benefits of
true digital editing and disk mastering. True digi-
tal transter of F1 14 bit tapes to full 16 bit PCM
1610 format is available and recommended to
those users seeking the fullest performance from

their recordings. . . Catfish Bay Sound Studio
formerly of Clarksville, TN has completed its relo-
cation to Nashville. The format remains 8 track
with both in studio and remote recordings of-
fered. Chuck Emery will still be handling all the
engineering duties. . . Music Annex in Menlo
Park, CA is constructing a sound stage and audio
/video control room adjacent to the existing
Studio C. Acoustical design consultant George
Augspurger has been contracted for the project
and completion is stated for early spring. The
design calls for a central control room, two studio
areas 35 x 45 and 30 x 20 and an isolation booth
10 x 13. The larger studio area will have a
lighting grid, 20’ ceiling and a 180° hard cyc
wall. The smaller studio area will be a standard
audio recording studio design. A 28 input Amek
console and MCI 24 track recorder will be the
nucleus of the audio package. . . After 5 years of
steady and predictable growth, Progressive
Music Studios has purchased new land for the
building of a large facilty in Tampa, FL...
E ARS, located in East Orange, New Jersey,
has recently purchased a pair of E-V Century
100 console monitors for its control room, and
purchased and installed a new 32 x 24 Main-
frame A.P.S.I. recording console. . . Sheffield’s
Remote Audio Truck out of Phoenix, MD s up
and rolling again. The 30 ft. custom built 24-track
truck was recently outfitted with a new Audio-
tromics console. The first project using the new
board was for Pearl Records. .. Audiograph
Productions Inc. in Haslett, MI, has just updated
their in-house recording facility with the addition
of a Neotek Sernes Il 32 in 24 out console, Even-
tide H910 Harmonizer, Lexicon 93 Prime Time,
Valley People stereo Dynamite, 2 Valley People
Kepex 11, 2 Valley People Gain Brain I, UREI
1178 Limiter, UREI 546 dual parametric EQ, Or-
ban 526A Sibilance controller 2 Neumann
U-87Z, 2 AKG 451E, 2 more Sennheiser 421, 2
Crown PZM. . . ROAR Productions is pleased to
announce the opening of their new facility on
Dobbin Road in Columbia, MD. The new location
teatures tripled studio space, separate drum and
vocal isolation, new control monitors, and a chent
lounge. Also new at ROAR is the official addition
of Mr. Gary Zeichner as Operations manager,
and engineer. . . 3rd Ear Recording of Solana
Beach, CA has moved and expanded to the Belly
Up Tavern. The facility features live 8 track
recording from the Belly Up stage. .. Audio-
techniques is pleaded to annouce the installation
of a MCI JH-24 transformerless recorder at
Petersen Music, New York City. .. Dallas
Sound Lab in Irving, TX will be opening in the
Spring of ‘83. The facility will consist of: Studio
A—48 track recording studio with video/film in-
terlock capable of 60-piece capacity orchestra
sconng, video sweetening, and album-jingle pro-
duction, with audio tie lines to the three sound
stages at Las Colinas for live TV shows, concerts,
etc.; and Studio B—a film mixing theatre for auto-
matic dialogue replacement, foley effects, screen-
ing and film mixing. . . The first Ampex ATR-124
multitrack audio recorder for a commercial
recording studio in the New York City area has
been purchased by Master Sound Productions
of Long Island. The Ampex ATR-124 has been in-
stalled at the Long Island recording studio to aug-
ment their expansion into audio and video post-

production. The ATR-124 is locked to an Ampex
MM-1200 multichannel audio recorder and
videotape recorder with SMPTE time code for
productions including rock and roll, jazz, country,
classical, and gospel.

Sweetwater Sound Recording Studio of Fort
Wayne, IN, is pleased to announce the recent
remodeling and upgrading of facilities and equip-
ment, and the addition of Dick Swary to the staff.
Equipment featured by the studio includes the
Tascam Series Model 85-16 recorder and cus-
tomized Model 15 console, Electro-Voice Sentry
500 Studio Monitors and Otari 5050 - B2 Half-
Track recorder. The studio also utilizes an assort-
ment of musical instruments including a Yamaha
Grand Piano, Oberheim OBSX Polyphonic Syn-
thesizer, Fender Jazz Bass, and Twin Reverb
Amp. The owner is Chuck Surack. ... Song-
bird Studio announces they are the first studio in
Atlanta, GA to have a Lexicon 224X in opera-
tion. Sonabird has also acquired an Ampex ATR
100 2 track and plans to purchase 4" heads for
the ATR 100. Kris Stevens Enterprises,
Inc., of Sherman Oaks, CA, was recently ap-
pointed by David Weitzner, executive vice presi-
dent of Embassy Pictures to handle the major
radio stahon promotion In conjunction with the
release of the Rolling Stones’ upcoming film “Let's
Spend the Night Toaether.” The movie, which 1s a
Hal Ashby film, is scheduled for February release
to the public . . Russian Hill Recording in San
Francisco, CA, has just htted Studio A with a new
O-lock 3 10 synchronizer and®wvideo projector
system for use in film and video audio post-
production. First projects include an upcoming
“Charhe Brown” TV special, produced by Lee
Mendelson, with music by Ed Bogas, both hot on
the heels of the success garnered from the “Gar-
tield the Cat" TV special Jack Leahy engineer
ing ... Penny Lane Studios (NYC) recently
continued the expansion of its state-of-the-art
facilties by instaling a SMPTE interlock system
and digital signal processor. In addition, Penny
Lane 15 the first studio in New York City to acquire
the new Eventide SP2016 Digital Signal Proces-
sor, an advanced unit for high qualty diqutal
reverb plus all other time-related digital audio
processing. Three Muscle Shoals (Alabama)
studio owners are officers of the newly reorgan-
1zed Alabama Music Hall of Fame Commis-
sion. Recently, the seven-member commission
elected Terry Woodford, charrman; Jimmy
Johnson, vice-chairman; Chip Nix, secretary;
and David Johnson, treasurer. The other com-
mussioners are Fame Recording Studio president
and producer Rick Hall, of Muscle Shoals, RCA
recording artist Alabama’'s accountant Buck
Borders, of Fort Payne, and state official Sher-
man Shores of Montgomery

Send your studio
updates to:

Sessions

c¢/0 Mix Magazine
2608 Ninth St.
Berkeley, CA 94710
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YES ... THEYALL

PAT GLEESON

BUT LISTEN

SYNCLAVIER I

TOM MOODY

Synthesist/Producer, San Francisco

| used to own $85,000 worth of analog synthesizers, but |
sold them ali to buy one $40,000 Synclavier Il which, by the
way., paid for itself on my first Synclavier Il project. The direc-
tor of that particular film wanted to hear the music before
committing it to tape, so how else could | do that except by
using the Synclavier II's 16-track digital recorder.

Even more important is the attitude of the company. Over
all of my years in the music business, N.E.D. is the first
company that sincerely pays attention to its users. In fact,
the great thing about the Synclavier Il is that it's better
today than when | purchased it, due to user input and soft-
ware updates. I've heard about people who don’t own one
saying that in a year the Synclavier Il will be half the
price. The funny thing is, I've been hearing that for three
years now.

Creative Director, Executive Producer, N.B.C. Television,
Los Angeles

Well, it's hard to talk about any one aspect of the Synclavier
Il because everything about this instrument IS sO
unbelievable; but if | had to boast about one area of its
capability, it would be its speed and ease of use for compos-
ing new ideas. | find my scratch tracks suddenly become
finished tracks, right out of the Synclavier II’s 16 track digital
sequencer to tape. This feature alone has increased my
production output at least 300% in the last two years. Plus,
the additional ideas you receive from the great number of
Synclavier il owners who trade programs and innovative
ways to use the system always keep the creative juices
flowing.

When you combine those musical features with the fact
that the instrument, through new software and options,
keeps expanding and getting better, what | first thought
was a major expense has paid for itself many umes over.

© 1983 New England Digital Corporation
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HESITATED AT FIRST,
TO THESE
OWNERS NOW/!

OSCAR PETERSON

Toronto

A renaissance in music is happening right before our eyes
and ears; and the Synclavier Il is leading the way. This
instrument saves many of my spontaneous compaositions
which before were lost. Then, to be able to automatically
print out the music is just short of a godsend for me. What
used to take two hours of transcribing music, now takes five
minutes. Also, if there is a small feature which you think
would improve the useability and musicality of the program,
Just inform the company and eventually you will have it.
The printing feature gets better all the time. It sure is a
pleasure to learn one instrument and grow with it. | have
been more than satisfied with my investment and convinced
it is one that will last as long as my first love, the piano.

ALBHY GALUTEN
KARL RICHARDSON

Karlbhy Productiors, Miami (Producer/Engineer for Bee Gees,
Barbra Streisand, Dionne Warwick and many others.)

I think we purchased the first or second Synclavier Il built
back in 1980 and without a doubt, it has been the best
investment we've ever made for any computerized musical
instrument. Recently we added the Sample-to-Disk™ option
to the Synclavier Il, which has opened up an immense
amount of musical ideas while also saving valuable produc-
tion time. For example, we were recording an artist and we
wanted to change where the person sang and also correct
a slight intonation problem Instead of re-recording or splic-
ing. we just sampled the performance to the Winchester of
the Sample-to-Disk™. We then rolled back the tape, and
played the phrase where we wanted to and corrected the
intonation problem with the Synclavier ii's pitch wheel. We
also use it to precisely analyze the meter of any music. Of all
the choices available to us, we're glad we choose the
Synclavier Il because we feel it's going to be the standard for
every studio.

New England Digital Corporation
Synclavier Il 1s a registered trademark of New England Digital Corporation Box 546 M

Mzhite River Junction, Vermont 05001 U.S A. 802/295-5800



UZANNe Gani

s the big brown dog lopes ot by Melodie Bryant
across the TV monitor to Oln

the sound of an upbeat

synthesizer soundtrack, a C @ l

can of dog food suddenly flashes
across the screen. The soundtrack
emphasizes the image with rhythmic
hits, then returns to the groove as the
dog continues loping. Ah, for the life
of a dog. Life for a synthesist/pro-
ducer is not so easy.

"It's not together,” says Ciani
simply, to the group of musicians scat-
tered around her living room/studio.
“Let me hear the tracks one at a
time.”

If Ciani is businesslike these
days, it's because synthesis is big
business. And Ciani is a big part of it.
It's a symbol of how far synthesis and
Ciani have come. Synthesist and
producer of commercial soundtracks
for companies as diverse as Avon,
Chevrolet, Coca-Cola and—in the
above case—Alpo, composer for film
("The Incredible Shrinking Woman,"”
“The Stepford Wives”), and sound
designer for everything from video
games to talking dashboards, she is at
the top in a field which a little over
ten years ago was restricted to the
realm of the avant garde, or little
known research laboratories.

If it's any consolation, she didn't
get there without at least one detour.
In fact, were it not for a minor set-
back, the name Ciani might be more
closely associated with set designs
than sound designs.

'] started to design furniture
my concept of what it should be like,”
says Ciani, whose furniture these days
is more likely to be doubling as musi
cal equipment. "They were large
pieces for groups of people. And the
idea was that music would be incor
porated into the furniture electron-
ically so that people would sit in a
circle—it would hold 12 people—and

he music would surround them. A
little sequence would run around, and
everybody could tune their own note.
It was a perfectly viable idea,
however it came down to how cheap
you could pack it and ship it. My
pieces were so large, | couldn't move
them. One was 16 feet long and 3
feet wide. The other was 13 feet in
diameter.”

While Ciani's first attempt at

(continued on page 14)
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NEW ENGLAND DIGITAL
THANKS ITS CUSTOMERS -
PAST... AND POTENTIAL.

For the last two years, we've been working to build the type of instrument that would nspire
satisfied owners to tell potential customers just what theyre missing. Yes, we're very pleased
with the response of our owners. In fact, at New England Digital, we like to think of them more
as family than just customers. Although we’ve been saying that an investment in a Synclavier lI
IS an investment that increases in value year after year, it’s still nice to hear our customers ex-
press the same feelings. So, as we enter 1983, we would like to extend our appreciation to the
nearly 200 Synclavier owners worldwide. The financial support and musical ideas of these vi-
sionaries have been essential to the success that the Synclavier Il enjoys today. Ask any of them:
you'll find we're a high technology company that places a high emphasis on people.

So, potential customers, be assured that New England Digital will not rest on its laurels. This
year we plan to revolutionize the already revolutionary Synclavier Il with exciting
enhancements for Music Printing, and incredible new options: Digital Guitar, Siereo, and more.

So quit hesitating . . . talk to a Synclavier Il owner or, better yet, visit New England Digital or

one of our local distributors for a personal demonstration.

Bradiey J. Naples
Director of Marketing and Sales

Synciavier Il Instruction Manual New England Digital Corporation

A complete and descriptive Instruction Manual is available Box 546 M 7
for $85 (USA & Canada) and $100 US (elsewhere). White River Junction, Vermont 05001 U S A

€
Synclavier Il digital music systems start at $14,150.

New York: Digial Sound Inc 212-977-4510
Los Angeles: D JCS 213-274-8512
London: Turnkey 440-9221
Brussels: [rans Euronean Music 569-1823

© 1983 New England Digital Corporation Synclavier il 1s a registered trademark of New England Digital Corporation gl S
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(continued from page 12)
marketing an idea didn't bear fruit, it
wasn't so far removed in concept from
what she is doing now: creating envi-
ronments of sound.

Raised in Massachussetts, she
attended Wellesley College where she
majored in music. It was at this time
that she first heard synthesized sound.
While on a visit to MIT, she came
across a student attempting to synthe-
size string sounds on his physics
computer. Archaic as that idea now
seems, the sounds set Ciani on fire.
“That was it,” she says simply. "A
button pushed in me and that was it.”

In pursuit of this new found
world of sound, she went on to U.C.
Berkeley for her M.A., taking a
summer course at Stanford’s Artificial
Intelligence Laboratory in the Music V
Program, which at that time was
taught by Bell Labs innovators Max
Matthews and John Chowning. "It was
a good time," she says with a reflec-
tive smile. "We'd have to get up at
3:00 a.m. every morning and arrive
there at 4:00. You know, driving,
watching the sun rise over the salt
flats of Oakland. And our class was
from 4:00 to 7:00 because that's
when they gave us the computers—it
was time sharing and we got the oft
hours. So | spent my summer there,
and then [ continued on in the fall as
kind of double school, doing part of
my work in Berkeley and part in Stan
ford. 1 had an MG sports car, so |
didn't mind commuting . . .“

Nor did she mind the drive to
Mills College, where she found access

Suzanne gets wrapped up in her
work.

»

to the Electronic Center for Tape
Music and an array of Buchla synthe-
sizers. It was an experience which so
impressed her that she subsequently
went to work for Don Buchla, solder-
ing in his workshop. "1 was hoping to
learn enough to build my own,” she
now says with a laugh.

In a sense, she did. With access
to his studio at night where she would
compose entire pieces, Ciani found
she was easily able to adapt Buchla's
instruments to her music because, as
she says, "The way he designed the
instrument, you got to design an
instrument within the instrument.”
Weaned on Buchlas, she still refers to
them as "The Maserati of synthesizers,”
and prefers them over any other for
live performance.

While she was at Mills, Ciani
worked on her first commercial
soundtrack—a package of 20 spots for
Macy's—hiding the scripts in the
studio because the Tape Center's tax-
exempt status made work for profit
highly illegal. But while she found the
experience exciting, the leap from the
academic world to the business world
was one she was not ready to make in
the still uncharted field of synthesis. "I
was frustrated about making my living
in music. | didn't want to do that. But
when [ encountered the same prob-
lems in a different medium, I thought,
if I'm going to have these difficulties, 1
might as well have them in something
| essentially enjoy. If you have to
make money at something, you might
as well enjoy it.”

As it turned out, making money
was not half the hassle Ciani envi-
sioned. She set up a studio in San
Francisco and was getting studio work

immediately. From there, she moved
to Los Angeles where her business
steadily improved. But it was in New
York, where she had moved for artis-
tic reasons, that Ciani's career really
took off. In 1976, she had been in
Manbhattan for about a year doing live
performances at museums, and
making her living in the studio, when
almost by accident, she created the
“pop and pour” sound for a Coca-
Cola commercial.

Still half in the world of
“serious” music, she had no idea of
the potential she had unleashed. "At
that time, | didn't know that what I
was doing was a novel approach.
When [ started out at this, I thought
everybody was doing it. | really did.
was shocked to come to New York
and find out that there was really just
not that much of a level of expertise.
had no idea what the mechanism was
of really making money in this busi-
ness. | did this little thing,” she says
laughing, “and it was like getting the
three grapefruits in a one-armed
bandit.”

Ciani has been racking up
grapefruits ever since. But while her
success is very real, so are the
conflicts and responsibilities that come
with it. Once a student during the
turbulent times at Berkeley, she was
recently contacted by the Defense
Department to help in their research.
Were there problems of conscience?
“Yes and no. Basically, I was
designing sounds. They use video
games to train people so that they
don't have to go out and actually get
bombed. They actually stay in and
get bombed,” she says laughing.
“Feels the same but it's not as messy.
So it's simulation, and that idea
appeals to me. So it is the Defense
Department. But when they called,
they said, ‘We want to finance your
creativity,” and [ thought, hmmm,
maybe they can afford it."

Other dilemmas are not so
easily solved. As president of Ciani/
Musica, Inc., Ciani now has a group
of engineers, arrangers, and assistants
who work exclusively with her. Not all
commercial projects are creatively
tempting, but there are other peoples’
livelihoods to consider.

And then there is always the
client. Of all aspects of her work,
Ciani concedes that this is the one for
which she was the least prepared. "l
have to keep reminding myself that
basically I'm doing this because 1
enjoy it. And I'm learning not to be
harrassed. But working with people
you know when you're working,
you're not always able to service
somebody’s emotions. But everybody
around me knows that's my weak spot
and they all step in and support me.”

If working in the real world has
had its difficulties, it has also been

THE MIX VOL. 7, NO. 2



good for the maturing process.
Although primarily a synthesizer
player, Ciani admits that her instru-
ment of composition is the piano. It's
an admission she might not have
made some years ago when the con-
cept of the keyboard was anathema to
synthesizer purists. "I think as we
grow older, we get off it in a lot of
ways. | had a definite bias against the
keyboard in the past because | felt the
emphasis on it was really distorting
the possibilities of sound; and | was
really hostile because | felt it was
destructive to the whole medium. It
was being used as a crutch and
people weren't getting beyond it

Now, things have changed, and most
people know that there are other ways

one, and the keyboard can be
whatever you make it—it can be
pressure sensitive, touch sensitive; it
can control filter settings instead of
pitches

She does not recommend a
keyboard triggered synthesizer for
someone just starting out, however.
“There’s nothing to learn there. When
you're starting out, that's when you
have the opportunity to really get into
it and not be worried about whether
it's light and portable and fast in the
studio. A Buchla, or a modular system
is a good idea. There are some great
ones made by Roland and Korg. And
the Alpha Syntauri system with the
Apple computer is great because of
the thinking and the concepts. It's
great to come into it with an open
mind. Then, it you want to narrow it
down, at least you're aware of the
possibilities.”

Ciani's own equipment includes
both keyboard-triggered synthesizers
including three Sequential Circuits
Prophet V's modified in different
ways, a Synclavier Il with Winchester
(hard) disc—"The Cuisinart of disc
technology” as she calls it— as well as
modular gear such as the Roland
MC-4 Micro Composer, and of
course her Buchla Series 200.

While Ciani's synthesized
sounds are now part of the main-
stream, she is still pushing the limits of
technology for new sounds. When
designing sounds for Bally’s Xenon
pinball machine, she worked directly
with Texas Instruments and the manu-
facturer on their new “speech chip” to
create vocal sounds, and has also
been working with R&D microchip
people on the best application of such
chips for their clients, such as car
manufacturers who are now intro-
ducing vocal commands into the
dashboard.

When technology doesn't
provide an outlet for her ideas, Ciani
improvises—as she has with her
"Voice Box”: Bode 7700 Vocoder,

(continued on page 99)
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Not all Wireless
Microphones
are Created Equa!

) -

This One Is A
Telex

Recommendations by performers, as weill as engineers, have
made Telex the fastest growing wireless mic system in
the industry.

Performers tell us they prefer Telex wire'ess mics because of
the rich. full-bodied sound. And because the mics feel and look
like conventional microphones.
To quote performers:...the Telex wireless mic sounds superior
to any I've used for vocals—wired or wireless. .
...the freedom it gave our group sold me on the concept, and
the sound sold me on Telex...

Audio and broadcast engineers stated that they prefer Telex
because with just the addition of a second antenna, they have
the most reliable diversity* wireless mic receiver available,
indoors or out. And because the compander circuitry provides
dynamic range from a whisper tc full fortissimo.
To quote engineers:..the Telex wireless is the best we've
testec, and we've checked them all...
..from a quarter mile, the signal was still crisp and clear...
..for the money Telex outperformed all others we tried...

When you're ready for wireless mics, Telex offers you a choice
of three VHF frequency groups, hand held or beli-pack trans-
mitters, dynamic or electret microphones and a host of
accessories. Compare our specs against any others, and by all
means, compare the price. We're quite certain you'll also prefer
Telex. Made in USA. Please write for full details.

“US Paterk No. 4293955. Other patents applied for

Quality Products for the Audio Professional

\ > S
TELEX

TELEX COMMUNICATIONS. INC.

9600 Aldrch Ave So.. Minneapalis, MN 55420 U S A
Europe. Le Bonaparte—-Qffice 711, Centre Affaires Pams-Nord. 334153 Le Blanc-Mesnil, France
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In an industry that discards clectronic products
like ice cream wrappers, the SM58 and its close
cousin, the SM57, have remained the over-
whelming choice of rock, pop. R & B, gospel
and jazz vocalists for the last 16 years,

Why?

Simply because there is no sound quite like
the SM58 sound. Its punch in live vocal situa-
tions, coupled with a distinctive upper mid-
range presence peak and fixed low-frequency
rolloff, give it the trademark quality no other
manufacturer can imitate, although others have
tried.

And to protect that sonic perfection, the
SM58 is extraordinarily tough. Even six-foot
drops on hardwood floors won't faze it. Ask
any roadie who has used—and abused—one.

Performers the world over
favor the weight and balance of
the SM58, especially in hand-

Circle #00S on Reader Service Card
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THE SOUND OF THE PROFESSIONALS®.. WORLDWIDE

The world’s least conservative profession

has maintained one rigid tradition.
The SM58.

held situations. Even the finish is totally
professional—a non-glare grey that looks as
great on stage as it does on camera.

The crispness of the closely related SM57
enhances musical instruments the way the
SM58 handles vocals. Beautifully.

Musicians are tough to please, but with
the world-standard SM58 and SM57, they'll
tell you, “when you've got a good thing
going, why give it up?”

For more information on the
complete line of professional
performance microphones, call
or write Shure Brothers Inc.,
222 Hartrey Ave.,
Evanston, IL 60204,
(312) 866-2553.
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Subscribe to Mix

the recording industry’s lead-
ing source for information and
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education. By subscribing to Mix G S(,I\.",h."..
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HIFI FOR THE PERFORMER

by Robin Tolleson

“Gimme more monitar!” The
phrase is heard countless times each
night in clubs and concert halls small
and large. The blasting power amps at
work in mucn of contemporary music
have created the need for exceptional
moniters, and performers know what a
great tool those exceptional monitors
can be. "The artists have gotten over
the point of being able to near the moni-
tors now,” says Will Parry of Maryland
Sound. "Now they want to hear what
they want to hear, and they want to
hear it hke a hi-fi.” Parry’s Baltimore-
based outht 1s one of the many sound
companies that has sprung up to meet
the needs of today’s touring musicians.

Aaryland is working with artiste like
Hall and Oates, Al Jarreau, Crosby,
Stills and Nash, and George Benson.
But ncre was so outrageous as the
system they designed for Stevie Won-
der—64 inputs onstage, with 24 dis-
creet mixes. That's what | would call
"more monitor.”

Sound companes like Mary-
land generally build up their own moni-
tor cabinets, buying the exac! compo-
nents they want. JBL speakers got high
ratings with nearly everyone | spoke
with, including Maryland Sound.
‘There’s certainly no secret to good
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equipment,” says Parry. “It's only being
willing to spend the time designing it,
and buying the right stuff. If we don't
feel the manufacturers make it, then we
make it ourselves.” Maryland builds
switchabie 2-way, 3-way, or 4-way
crossover units. They build their own
monitor consoles, with three band para-
metric equalizers on each channel.
They have also modified the PM2000
mixing boards to permit 14 discrete
monitor mixes. But according to Parry,
it takes a heads-up monitor engineer to
make the whole thing wark. "It takes
auys who know how to make the group
happy and understand what they're
saying when they request something—
not just pooh pooh it—but understand
it. You know, the artist is saying this,
but what he really means s he wants
more low end or top end, whatever.
He's describing it as mayke, 'It sounds
too grey for me," or It sounds like a
night on the town,” who knows. Musi-
clans have their own way of thinking,
and the guy that can tranzlate that into
technical terms is a very valuable per-
son.

Wesley Sharp, owrer of Audi-
ble Sound, Los Angeles, explains that
they think about the tinal application of
each cabinet before choosing the
speaker. “Usually a JBL speaker with
relatively high efficiency is used, such

as an E130 or 2220,” he says. "That's
very efficient for a vocal range. If you
want to get into separate ne=ds, such as
bass or guitar, then you'd need some
other models, like the E145 or maybe
an E140. The E145 is a litle better for a
smaller capinet, and you usually use
small cabinets for monitors. And then
tor the hign end you just find the loud-
est high compression driver you can
tind, and that's probably a 2440 *ype of
set up, with a horn on it.” Sharp prefers
to use a third octave equalizer for the
monitors. "They're quicker than a
parametric, and you need tc make
changes quickly sometimes with moni-
tors,” he explains. "With parametrics
you are limited to five bands of
changes, and after you've adjusted
those five bands you can't adjust any
more. With a third octave equalizer you
can make 27 different adjustments with-
in the entire spectrum.”

lerry Pleffer of Sound On
Stage (San Francisco) also likes the
third octave EQ. "lt's more visual, it's
guicker, and it enables you ‘o ‘go fish-
ing’ for the sound you want,” Pleffer
says. Sound On Stage prefers JBL
speakers tor high end, and Gauss for
low end. They use Crown, Fhase Line-
ar, and Hafler amps, and generally
build their own mixing consoles. When
Ptetter began mixing monitors 14 years
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Why buy two ordinary mixers .
when one extraordinary Ramsa will do?

The Ramsa WR-8112
and WR-8118 mixers
embody a whole new
concept from Ramsa:
mixers that are not
only high-performance
multitrack recording
mixers, but also high-
performance sound
reinforcement mixers.

This virtually unheard
of versatility is possible
because of innovative

World Radio History

Ramsa engineering.
One set of circuits
performs as two.
Functions like stereo
tape monitoring are
switchable to become
stereo effects sends for
PA.

PA monitor sends
can be switched to ef-
fects sends for recording
or mixdown. And that’s
just for starters.

The Ramsa WR-8112
and the WR-8118
give you the fiexibility
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The metering of both
units is flexible and
accurate with four 12-
point peak-reading
LED meters. There are
selectors for group outs
1to 4, Left and Right
master outs, mono
master outs, monitor
send and solo metering
for any channel.

The group output
levels can be internally
connected for either
—10dB or + 4dB (nom-
inal) to interface with
either semiprofessional
or professional
equipment.

The only difference
between the WR-8112
and the WR-8118 is
the number of channels:
12 instead of 18. 12
channels are usually
enough if your primary
use is 4- or 8-track re-
cording. But if you doa
lot of live performing,
you'll probably want the
extra inputs provided by
an 18 channel console.

So whether you're
recording, gigging,
doinig A/V production or
anything in between,
why get two ordinary
mixers when one
extraordinary Ramsa
will do. The WR-8112
and the WR-8118.

For more information,
call (201) 348-7470.
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ago, the monitor mix was just a tap off
the house board. The Gamble consoles
that he just bought can provide up to
sixteen discrete mixes onstage. Gamble
consoles (Jim Gamble, of Lake Tahoe,
CA) are becoming widely noticed.
They are being used by the Ultrasound
company (San Rafael, CA) along with
John Meyer monitor speakers. Ultra-
sound, which provides the entire sound
system for The Grateful Dead and Jeffer-
son Starship, is a dealer of Meyer
Sound Labs products of San Leandro,
CA. General manager Don Pearson
speaks of the Meyer system. “When you
first listen to it, it doesn't seem like it's
very loud, because you're used to a cer-
tain amount of edge. Edge is associated
with distortion. And so the first impres-
sion of these is that the apparent volume
is much lower, but after you listen to
them for a few days, you suddenly
discover that every word is very clear,
and you don't need to have it that loud.
So it winds up having this incredible in-
telligibility factor.” The Gamble console
(40 inputs, 16 sends) has three bands of
full parametric EQ on each input, and
each output mix has four bands. "At
first," Pearson explains, "people who are
used to using their equalizers think they
need them in the system, and they use
them a bunch. If you watch people go
on the road tour by tour, they slowly
back off on the outboard equalizers,
then they start not plugging them in,
then they start not taking them on the
road. We've been using the Gamble
boards and Meyer monitors, and none
of the acts we work with use any exter-
nal processing other than the console
and the monitors. No outboard equal-
izers, limiters, or anything of that type,
which really says a lot.”

Greg Rehberq is the Jefferson
Starship’s monitor mixer. He learned a
lesson about the importance of monitors
while he was working with Heart. "If
they start singing too hard to try to hear
themselves, they just don't hold out
more than four or five weeks. And that
doesn't do your tour any good,” he
deadpans. Rehberg is delighted with
the Meyer/Gamble system he uses with
the Starship. "It has a flat frequency
response and phase response across
the whole audio spectrum, and that’s
due to the processor. There's a unit
called the Meyer Processor that is used
in place of a crossover, and as well as
crossing over the signal it also provides
time alignment and phase correction.”
Rehberg continues, "When you have a
flat system to start with, you don't have
so many peaks and valleys in the re-
sponse that cause feedback and poor
quality sound.” Rehberg also notes that
the system is usually set up and running
less than an hour after it rolls off the
truck. "That's pretty quick compared to
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a lot of systems where they have to set
them up and spend a lot of time feed-
back tuning.”

"The Meyer monitors are great
for somebody who just needs some
good monitors but that doesn't have the
resources to do any of their own design
and development work,” says Jack
Maxson of Showco in Dallas. Showco
only uses one cabinet that wasn't
designed in house. "That's what we call
a Dum-Dum,” according to Maxson.
"It's a ]BL 4560 single 15" cabinet that
we fit with a 2482 and a couple of bul-
lets.” Showco has chosen to use IBL
speakers almost exclusively. They have
some large, discrete 4-way cabinets
that use some E-V and Gauss drivers,

but we really could have used all
JBL,” Maxson says.

Showco is currently using the
Stevenson Interface monitor console
(38 in x 8 mix), an off-the-shelf board
that they have modified extensively.
For amps they are using mostly Crown
DC300s. Showco is presently on tour
with The Who, Rick James, Genesis,
Van Halen, and recently provided the
sound for the Rolling Stones’ European
tour. "I wish I could remember the
number of floor monitors,” Maxson
says. "There were two mix consoles,
two different mixers, incredible
numbers of kilowatts of power, most of
it discrete four-way cabinets because of
all the real estate that had to be covered
by Mick Jagger.” Showco uses bi
amped three-way floor monitors, and
they build their own crossovers. They
have been using biamped floor moni-
tors for almost ten years. "Our systems
operate well in most instances with no
equalization whatsoever, other than the
front end board EQ.” There is a graphic
equalizer on each of the mix sends on
their monitor board.

Showco joined forces with
Clair Brothers of Lititz, Pennsylvania, to
build the state-of-the-art PA system used
at the US Festival. Roy Clair explains
that Clair Brothers uses two types of
monitor speaker, ]JBL and TAD. The
TAD speaker sounds very much like a
IBL, according to Clair, but is made
with modern materials—a beryllium
diaphragm rather than aluminum in
their compression drivers. The TAD
woofers can withstand very high sound
pressure levels, Clair says. Clair
Brothers use Gamble, Soundcraft, and
Midas monitor consoles, and SAE
power amps. They generally use visual
third-octave EQ, possibly with para-
metric EQ on the individual channels.
Clair's list of clients is impressive—
Fleetwood Mac, Queen, Billy Joel, and
Asia, to name a few. “We actually
choose the monitor for the customer,”
says Clair. "If we went with Olivia New-
ton-John we would make an acoustical

David Grisman and bassist Rob
Wasserman monitoring with Galaxy
Audio's Hot Spots

adaptation. We'd choose a different
monitor for her than we would for .38
Special. If you have an entertainer who
wants quality, you select & monitor that
was made for quality rather than SPL."
Clair uses three types cf cabinets, a
single 15, double 127 and double 157
All their cabinets have com:pression
drivers, nigh frequency drivers, and
Clair Brethers horns.

Geoffrey Ganiford, sound
engineer of The Tubes, is used to work-
ing various size halls, from clubs to
3,000 seaters. The Tubes do not travel
with their own PA, but Ganiford finds
that the pro sound companies they
work with use near state-of-the-art
speakers. “They're going to be either
JBL or Gauss. Biamped wadges ar= bet-
ter because you can ga& much more
punch from them.” Tukes singer Fee
Waybill covers a lot of ground onstage,
creating problems fcr the engineer.
"He uses a radio mike,” Ganiford says,
“and does a lot of theatrics onstage. The
mike is very often poirted right into the
high end of the monitor cabinet, so it
has to be EQed very carsfully on sound
check.”

The Manhattan Transfer vocal
group a: one time was ordering eight
different monitor mix=s, according to
the group’s production manager, John
Cutclifte. Now they are uying to whittle
that number down. “"For us, micro-
phone selection is real important,” Cut-
cliffe says. "Having good clzan stage
gear, and small amcunts of it—that's
worked pretty well for us. We usually
use two wedges down in front, and
we've used all kinds of cabinets. Lately
we've been using the Yamnaha, and par-
tially because they always sound the
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same, no matter what's going on. No
matter how good or bad your mixing
and stuff is, those cabinets usually have
the same quality. And we try to make
everything as consistent as possible.”
The Manhattan Transter does a lot of
work overseas, and they find they can
use Yamaha in Japan or Yamaha in Cali-
fornia and get away with not carrying
their own monitors, because Yamaha is
so consistent. They have been using the
Yamaha 916 and 1516 boards for mon-
itors. The Transfer’s backup band keeps
a pretty low stage volume, meaning the
monitors onstage don't need to move a
lot of air. But the monitors are so impor-
tant in the group's performance that
they always spend time sound check-
ing. "We really try to concentrate on the
stage thing,” says Cutcliffe, "because
were firm believers that if it doesn't
happen onstage, it's not going to hap-
pen in the house, no matter how good
the house engineer is.”

Taking a look at what kinds of
monitors are being used in different size
nightclubs brought out more possibili-
ties. At San Francisco's Old Waldort,
Harbinger boxes are used (with JBLs in-
side). Associate soundman Kevin Chis-
holm reports that he and Robbie Taylor
use Crown amps, an Interface monitor
console, and half-octave graphics by
SAE on each monitor send. At The
Stone across town, the cabinets are
made by Mark Wayne. Sound engineer
Jim Dunning likens the Mark Wayne
cabinets to Harbingers, except that
they are roundbacks and can be tilted
to different angles. The Stone uses EAR
amps, SAE half-octave graphics, and a
Yamaha PM 1000 board. P.B. Scott's is
a unique nightclub in Blowing Rock,
North Carolina. 1t is a 48'2" diameter
geodesic dome with three levels, and
has recently played host to Leon Rus-
sell, the Tommy Dorsey Orchestra, The
Dregs, and Rita Coolidge. Technical
coordinator Joe Scarborough stands by
his Bose monitor system. "I like them
but most bands don't, because they're
Bose. They think, 'How can you get
anything out of those little speakers?
But then again 1 have rock and roll
bands that come in here with their own
PA and use my monitors because they
like them.” Scarborough's monitor
system includes four Bose 802s, two
Bose 800s, biamped Bose amps, a 27
band equalizer, and a Yamaha PM700
12 channel mixer with 3 outs. "The
Bose monitors are good monitors for
many applications. All monitors have
their limitations, and most people get
into this battle between themselves and
the monitors. They say, Turn me up in
the monitors,” and then that's too loud
for someone else and they say, Turn
me up in the monitors.” Then it's T've
got to have some kick," because every-
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thing is so loud you can't hear the kick
any more. So you put some more kick
in there and that trashes everything up.
Then they can't hear. the vocals. Every-
thing just gets louder and then they start
turning up onstage. It's a never ending
cycle. Except for a very few people,
musicians are unable to cope with lower
stage volumes. And if they had lower
stage volumes—and 1I'm talking about
the 2,000 and below size club—they
would probably have a better presenta-
tion.”

The inherent problem of feed-
back onstage is side-stepped with the
invention of Micro Monitors. Each
Micro Monitor is custom molded to fit
comfortably in the ear of the person
wearing it. So far, stars ranging from
Diana Ross, The Doobie Brothers,
Olivia Newton-John, and Clyde the ape
have been fitted tor them. "Everyone's
ear is a different design,” says Michael
Savage of Soundsight. "To duplicate the
shell of somebody’s ear, the way the
sound goes in and around and is heard,
you must take a mold. Everyone's
highs, mids, and lows are different, and
everyone hears differently. So when
you do get that mold and duplicate it,
you're getting a direct line to the hear-
ing. And when you do that the efficien-
cy is incredible, because you're getting

rid of overdriving, and you don't need
that muck: to drive the sound to the ear-
drum, to get the frequency response.”
A small power pack is worn on the waist
of the pertormer (with EQ adjustments
at hand), which receives the signal sent
from the custom-designed transmitter.
"You're talking planet Zarcon here,”
Savage bzams. There is an ambiance
hold in the Micro Monitor that can be
open to different sizes to allow room
noise to enter. And in the unlikely event
of Micro Monitor feedback, the nine-
volt battery that powers the unit will
automaticelly turn off. Savage doesn't
rule out she possibility of using the
Micro Monitors along with a conven-
tional monitor system. "You can always
use a few speakers onstage for fills, for
more ambience,” he says. "There's a
way of incorporating the old monitor
systems with what we have. In fact,
under certain circumstances it might be
beneficial depending on how large the
stage is, and how spread out your musi-
cians are.”

As monitor systems continue to
improve iu quality of sound, sound
pressure level, and ability to combat
teedback, it should mean more confi-
dent perfcrmances by those artists
plugged in to the technology. Audi-
ences will certainly benefitas well. W
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The new star is
the Crown PZM
microphone, rapidly tak-
ing a leading position beside
past favorites with quality-con-
scious recording studios and sound
engineers. And for good reasons.
The PZM offers extraordinary reach and
clarity, providing new latitude and simplifi-
cation in miking setups. For drum pickup, for
example, an overhead PZM, plus a ribbon
or condenser mike, is often all that is needed.
Crown PZM enhances recording quality,
as well. A skeptical symphony conductor,
after recording with only two overhead PZM
mikes, enthusiastically proclaimed that it
was the first time he had heard on tape what
he heard on the podium.

|
|
[
| will want to know about
|
|

With its 180° pickup,
accurate 30-foot range
and no off-axis problems,
Crown PZM is becoming the micro-
phone of choice for recording theatrical
productions. And its low-profile, hidden look
makes the PZM ideal for lecterns and TV.
Try the Crown PZM. It could help you earn
a star performer rating for your next project.

FREE PZM NEWSLETTER I
Add to vour PZM education with PZMEMO. the Crown I
newsletter of PZM application tdeas. For your free subscription, I
simply mail this coupon to Crown. Do it now because PZMEMO
will soon announce a new, totally redundant clip-on PZM you |
|
|
|
|

Niame
Address
City _ — State Zip_

crown.

...WHEN YOU'RE READY FOR REAL!
1718 W. Mishawaka Rd., Elkhart, IN 46517, (219) 294-5571
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BiLL Szymczyk

The Robinson Crusoe Approach 16 Recording

By Josef Woodard

' particularly care if things are perfect if  to use a keyboard player; | decided
. the magic of the performance is there. to go back and use two guitars and
few qugs?ig/xilsglelk\f;esnu?n?;&egd stgs;ons I'm forgiving that way. So I decided minimal technology. We got a truck,

in the upstairs lounge at Santa Bar
bara Sound. Producer Bill Szymczyk
is downstairs manning the knobs on
the last leg of Walsh's latest album,
periodically calling up: "Bridge to
tower. Send Joe down for a listen.
Drummer Joe Vitale interrupts with a
call from Portland. Still, Walsh is
clearly a man with something on his
mind.

‘Forgive me if | get out there
or radical with my rap. It seems to
me, as technology marches on, that
we are all losing the point. I'm not a
great endorser of state-of-the-art, latest
technology having any particular
bearing on anything, right? Some of
the new state-of-the-art stuff designed
by whiz kids with computers. _if the
people who designed the stuff had to
use the stuff that they designed, they'd
throw it out and realize how stupid
they are. It also seems to me that
there’s an attitude, an inherent attitude
that goes along with recording in the
studio—sessions. Very good, capable
people can play sessions well and
that's just not the way | wanted to go.”

Walsh takes a drag on his cigar-
ette as if to gather steam. " know how
to play rock and roll. I used to. |
haven't in a long time because my
environment in the studio has been
too microscopic, too clinical. T don't Bill and Joe at Santa Barbara Sound

to get out of the studio. | decided not we got 16 tracks, non-Dolby, 15 ips
T : T T

[
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and went somewhere and set up in a
hall. My intention was to line all the
amps up, turn ‘em up to 10, and
break the knobs off.

Tt did a couple of things. It
forced me into a corner where I had
to play. [ mean, when you have 3
guitars and double keyboards, you
play a certain way, you stay out of
the way. That's the key. You have to
keep the symmetry, keep the spaces
and each melodic instrument that you
add has a bearing on how many
spaces are left to play and be effec-
tive. So I went with a skeleton crew
and one other guitar player to get me
off, and me to get him off, and it
forced me to play which [ haven't
done for a while. And it forced the
technical side of it to scramble. As far
as | can tell it worked really well,
beyond my expectation.”

A lot of people have learned to
have high expectations of Walsh. In
his decade and a half in the rock and
roll ballpark, Walsh has embodied his
musical roles as a gutsy guitarist, a
writer with an ear for parody and a
sharp weaver of instrumental textures.
He has worn the different hats at
different times throughout his career,
with the James Gang beginning in the
late 60s, with the 70s supergroup the
Eagles, and, of course, on an impres-

sive stock of solo albums. The sky's
his limit.

Walsh's solo vocation has been
through the thick and thin of commer-
cial acceptance, but he has always
remained true to his instincts (which
can get him into trouble). So, it may
come as a shock to some that, after
1980's There Goes the Neighbor-
hood, probably his most lavishly-
produced work, Walsh is going on a
roots-rediscovery mission. This, also,
at a time when Don Henley and Glen
Frey, fellow Eagles alumni, have
released LPs with thick debts to the
Eagles sound. Walsh, on the other
hand, takes another path: big, two-
guitar rock and roll with his maverick
wit intact.

In the process of returning to
rock basics, Walsh had to go through
a bit of deprogramming, denying his
former reliance on studio wizardry
and perfectionism. The easiest way to
do so was simply to stay out of the
studio. Walsh's location scouting
landed him in an unlikely spot—in the
Casino Ballroom on the small Catalina
Island, off the coast of Los Angeles.

Call it the Robinson Crusoe

syndrome; Walsh and a handful of
crew secluded themselves in the ball-
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room, with its huge, natural reverb
and concert vitality to cop the right
mood. That live feel was the objective.
The technical arrangement was rather
unorthodox. Engineer Jim Nipar and
assistant Terry Nelson worked in a
recording truck 100 feet below the
“room” and kept as tight a communi-
cation link as possible with the action
upstairs. "It was a job that required a
lot of quick decisions and memoriza-
tion of the settings, but I think it all
worked out for the best,” reported
Nipar. All but one of the album’s cuts
were laid in the ballroom with Walsh's
guartet: Waddy Wachtel on guitar,
George “"Chocolate” Perry on bass
and Walsh's long-standing crony Joe
Vitale on drums.

It took a bit of adjustment to
adapt to the new, rawer game plan.
“For example, | walked in one
morning and the truck wanted the
drummer to go around the tom-toms
to get it set,” recalled Walsh. And 1
blew up, because that negates every-
thing I'm trying to do. My position
was 'Hey, you see this drum set?
That's your drum sound. Mike it. Roll
the tape. Don't bother me—I'm not
going to stand around wanting to play
while we get the tom-toms perfect. |
wanna play.’ I think it turned
everybody's head around. You don't
need a computer board. You don't
need all this state-of-the-art stuft
because that's what they're doing—
you go in and play and fix it in the
mix. They got all this stuff to tix when
you play bad. If you play good, you
don't need all that. I think that is my
new position and I think it's valid. I'm
concerned that as technology marches
on, we are losing the point, and that is
‘what about the music?" ”

It's only sensible that, as Walsh
rediscovered his older working
processes, he came full circle in other
areas as well. For one thing, the
album marks something of a reunion
with producer Bill Szymczyk, who has
dealt with Walsh since the James Gang
days, but not in the past few years.
Szymczyk, in his 20 years of work in
the studio has produced a veritable
Who's Who of pop acts. It was
through Walsh, though, that he
received his most lucrative commis-
sion—producing the Eagles. It's safe to
say that Walsh and Szymczyk are
agreeable partners. “Joe has fired me
a couple or three times and I've quit a
couple, three times,” said Szymczyk.
"But we've always maintained our
friendship. This new album we've
been planning on for a year; it's been,
‘We'll get 'em.””

Novel recording circumstances
are not a new thing with Walsh/
Szymezyk. Gearing up for 1978's But
Seriously, Folks, the Walsh gang
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rehearsed and cut demos on a 72-foot
boat in the Florida Keys. One of the
demos, the instrumental "Theme From
Boat Weirdos,” became a master take.
Appropriately, a cut on the new
record is entitled "Theme From Island
Weirdos.”

The Catalina concept struck
Walsh late one night last fall after a
session producing the latest album
from Ringo Starr, also at Santa Bar-
bara Sound. He called Szymczyk and
cleared the idea with Irving Azoft.
They ferried out a Record Plant truck
and a total entourage of 11—the
band, 2 roadies, 2 maintenance men,
Szymczyk and the 2 engineers. The
Casino Ballroom is located on a
peninsula a mile from the Island’s
central town, Avalon. The ballroom,
they learned from a tour guide who
herded tourists through before the
recording began, features the world's
biggest dance floor.

But did it have killer acoustics?
It took some trial and error to locate
the ideal spot for recording. The first
attempt was on the stage itself, then in
the center of the room, which pre-
sented a big slap-back problem and
felt awkward, performance-wise. They
wound up setting up back by the
stage, but in a large semi-circle, with
Vitale on risers and the other players

extending around him. Szymczyk was
directly in front of the drummer.

“"We did it without any head-
phones,” noted Szymczyk. “The band
just set up as a live unit. No gobos.
No baffles in between amps or any-
thing. We actually set up a monitor
system—I mixed the monitors while
Jim Nipar and Terry were down in the
truck. We created what was like a
giant headphone mix that everyone
could hear. We fed the guitars and
vocals to Vitale and fed the drums to
the guitar players. So everyone could
hear well, yet there was a minimal
amount of leakage. They could play
live, work their amps, walk back and
forth. What I figured out halfway
through the thing was that Walsh
wanted to get the world's most expen-
sive garage band in the world's most
expensive garage.”

What kinds of problems did
they run up against? "Keeping Nipar
sober.” (Szymczyk laughs.) "Not
really. He only got out of hand once
or twice a week.” Later contacted,
Nipar posed the question, "All | want
to know is, what does Szymczyk do
when he's not producing?”

Szymczyk went on, "As [ look
back on it, the only problem we had

was the flies. We went out there in the
middle of the biggest fly invasion in
the history of Catalina. All the locals
were freaking out about it. You'd have
a cheeseburger in the afternoon and
the suckers would carry it off, right
out of your hands. At the end of it all,
we put on a live show as a benefit for
the Youth Foundation—put lights on
the baseball field or something. It was
really more like a ‘thank you' for
putting up with us careening around
the island in a drunken stupor in our
golf carts—because that's how every-
body gets around on the island. We
have a song on the album called
‘Buffalo Island’ that pretty well sums
up the experience. You know, there
are buffaloes out in the middle of the
island as well as flies and golf carts. It
was weird; here you are, rich rock
stars, and your life revolves around
copping a golf cart to get to work or
to go eat breakfast.”

Szymczyk's own rise to renown
has been rather meteoric. After
getting involved with electronics in the
Navy, he worked his way up in the
studio scene in New York City starting
in 1964. "1 was doing R&B acts at
night and folk acts during the day.
Phil Ochs and Eric Anderson in the
afternoon and then doing Van
McCoy—black sessions at night. It
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was a good cross section: folk and
funk.” It was as an A&R man for ABC
Records, scouting in Cleveland, that
he ran across Walsh. "l was there to
see another band, which | passed on.
Their manager took me to see the
three piece James Gang at some
gymnasium-type place. Outside, it
sounded like a 4, 5, 6 piece band. It
was three. Walsh was doing every-
thing. I went, 'Whew, this guy’s
intense.’ | got to know him and signed
him to ABC in '68, and we've been
more or less together since then.”
Walsh, in the early 70s,
befriended the Eagles, and when they
confessed frustration with their image,
Walsh immediately thought of
Szymezyk to help patch them up. "My
initial reaction when Joe said, ‘Do you
want to do the Eagles? was 'No way,
| don't do that country. wimpy shit.’
That's all I'd heard up ‘til then—'Take
It Easy,” 'Peacetul Easy Feeling' and all
that. At the time, I was doing the
Geils band, Rick Derringer and Edgar
Winter and | didn't want to know
about that,” confessed Szymczyk. “We
all went out and had dinner together
and they said, 'No, no, no. We want
to be an American rock and roll
band.’ | said, ‘Well then, you got the
right guy. You want to do that wimpy
shit, I ain't it.” That's how it happened
and they did, indeed, rock out.”
Szymcezyk came on in
midstream on the Eagles’ On the
Border album to pick up the pieces
and the pace. It was on the next
record, One of These Nights, that
Szymczyk worked with them from the
ground up. It was also the disk that
established the band as an industrial
strength supergroup. With his new
found economic power, Szymczyk
moved to Coconut Grove, Florida
and built what was to become his
homebase studio, Bayshore Re-
cording. "I've always said that Bay-
shore Recording was the house that
One of These Nights built,” said
Szymezyk. "That's a fact: my first
royalty check that had 6 digits on it.’

Bayshore was Szymczyk's out-
post for 6 years, until it was bought
out from under him last year. "Now
I'm in the process of looking for a
new space,” he reported. "The control
room was the diamond, as far as I'm
concerned. It was the best control
room that I've ever worked in. Of
course I'm partial, but other people
have said that too—it was just perfect
for mixing.” Along with being the
Eagles headquarters after 76,
Bayshore drew such acts as Jimmy
Buffet, Mickey Thomas, Bob Seger, a
Who record mixdown, etc.

Working on the Walsh wrap-up
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at Santa Barbara Sound, Szymczyk
seemed nostalgic. "This is the first
album I've mixed outside of my place
in © years, and | approached it with
some amount of trepidation. But it has
worked out extremely well. I've man-
aged to set up my monitors—I've
always mixed with (JBL) 4311s. |
brought my mike stands, my limiters
and outboard equipment and | made
it teel as much like home as | could. |
even brought my sign. Santa Barbara
Sound has become my Bayshore
West. Another thing [ like about the
place is that the stalf treats me like |
would hope to treat clients that come
to my place. It's the people that make
the studio as much as the equipment.
I'm not fond of the factory tive
studios, the attitude where you walk
out in the hall and you run into 18
different acts all careening around the
rooms. [ built a one-room place on
purpose.”

What does he look for in a
good studio? "An MCI board is really
important to me. | had all MCI
equipment in my place in Florida
because they were built right up the
street. | had a hand in designing the
500 series board. When they were
going from their 400 to their 500,
they consulted everybody at Criteria
Studio, where | also worked, as to

what to put into a board. All of us
producer/engineers wanted in-line
monitoring and certain features that
we got. There are quite a few of my
ideas in this board [he pats Santa
Barbara's MCI], ideas from all us
South Florida guys. So, when | built
my place, naturally that's what 1 went
for. I got so used to it having spent 6
years there making records, | go to
another board, and [ go "huh?

"Pecple ask ‘What does a
producer do? The best way | know to
relate to it ‘s that a producer to an
album is like a director to a movie.
You have a story which is the songs,
you have actors which are the
musicians and you're given a budget
and a time frame and you have to
somehow aget that all done and onto
12 inches of vinyl. X amount of
dollars, x amount of time and x
amount of ournt brain cells. Whatever
it takes, yoa do.”

Tenured in the industry as
Szymczyk is, he has seen the
perpetual nse and fall of music’s
degrees of affluence. The bottom line,
today, is maximum studio efficiency.
“The business has tightened up, the
economy stinks and we have to
tighten up right along with it,” he
commented. "I'm proud of the fact
that we got this new album done in a
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matter of 10 weeks. It's like the old
days, the 60s. Considering that the
Eagles' Long Run took 18 months, it's
a hell of a change. Joe had a basket
of songs, we went in and did it. I've
been concentrating totally on getting
this album done betore Joe's baby was
born. And he beat me by 3 days.”
(Walsh became a father of a girl,
Lucy, days before the album was in
the can in December).

Walsh moved to Santa Barbara,
a semi-resort town 100 north of LA,
while still in the Eagles. "I lived in LA
for 3 years and | couldn't get
anything done. | realized it's a
constant party, man. Unconsciously, |
would go out to the grocery store and
I'd bump intc somebody and I'd come
home two days later,” claimed Walsh.
“There are also chances to play on
people’s records and chances to hang
out and create late at night that you
just can't say no to. But [ wanted to
settle down and think about a family.
So I thought I should get out of there
because Los Angeles—I'm not puttin’
it down, it's very valid—but it can eat
you.”

The reputation Walsh has stored
up through the years has not been
that of the family man, and his recent
tatherhood does nothing to dispel his
image as a rock and roll prankster.
From the outset of his solo career to
the new album, Walsh has varied from
the raucous, mighty guitar sound of
tunes like "Rocky Mountain Way,” and
"Turn to Stone” to more tongue-in-
cheek production numbers like his
chart-climbing "Life’s Been Good” and
the recent hit “"Waffle Stomp" (from
the movie "Fast Times at Ridgemont
High"). "Life’s Been Good" is about
me, it's about the lifestyle someone in
my position leads,” said Walsh. "The
message is that it's not all as glorious
as it seems. | think it got a lot of
people off because | copped to it, |
was busting myself, busting anybody.
The Maserati thing was actually about
J. D. Souther, who is a car freak. He
totalled 3 Lotuses in something like 6
weeks."

It seems that Walsh's crafty wit
and rugged guitar playing were the
two assets that he lent when he joined
the Eagles in 1976, a liaison which
led to the phenomenally successful
Hotel California. "We didn't realize
that the album would turn out to be
such a landmark album,” Walsh com-
mented. "But, looking back, one of
the things the guys in the Eaglas are
very proud of, the high point for me
in my career was being in a position
and having a power base to be able
to make a valid musical statement for
the generation we all represent. The
thing that started to get to us in the
Eagles was that we became

uncomtiortably important,
economically. We became very
important to the industry, which |
didn't like that much. None of us did.
Yet, on the other hand, I didn't mind
the royalty checks. The thing is, we
realized great material benefits in our
lifetime. Mozart died poor. He wrote
all that crap and died and they found
a trunk of nis stuft in somebody’s attic
and said, '‘Who is this guy? He never
got a royalty check. You can't even
find where he's buried. I think royalty
checks can really hang up the artistic
process.”

After the Eagles disbanded,

Walsh went into Santa Barbara Sound
for the tirst time to produce his own
album. The resulting record is a
richly-produced and arranged work,
There Goes The Neighborhood, that
didn't fare too well, commercially.
"On There Goes the Neighborhood,
[ think I forgot that people who like
me and listen to my music love to
hear me play guitar. That's the under-
lying foundation. I got too much into
the intelligent harmony and melodic
content and trying to have lyrics with
intellect and { forgot to turn up and
play guitar. } was trying to show
everybody how cool I was, and that
accomplishes nothing. But it was the
end of a phase for me. These songs
had been in my head for a long time.
[ had to clear the board betore |
could go in the direction [ am now. |
think I'm coming out swinging this
time. | wanna go out touring and play
some kick-ass guitar.”

This has been something of a
banner year for Walsh. In addition to
cutting his own rock and roll record,
started and firished at Santa Barbara
Sound, (overdubs included back-up
vocals by Dor: Henley and Timothy
Schmitt), Walsa took the producer’s
seat for Ringo's soon-to-be-released
album. Santa Barbara Sound has
become to Walsh what Bayshore was
to Szymczyk: a fully compatible
workshop. "I feel like I'm the staft
artist,” Walsh chuckled. “I'd rate it in
the top 5 studios I've ever worked in.
The stalt is brilliant. The technical stuff
here is great. Maybe ['ve taught the
people here a thing or two, but it's
just made the studio a better place. 1
like it because tnere is an atmosphere
here where you can really play music.
I'm proud of it. I would recommend it
to anybody wha wants to get out of
the mainstream 10 make an album but
I hope they don't come cause | need
the time.” At this point, Joe Walsh,
proud father, rock star and Santa
Barbaran went downstairs to check
out his new album . . . his new
beginning. |
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Sonic Resgtoration of
storical Recordings,

WERIE Standards, Morality, & Other Considerations &SRS

by Michael R. Lane

Having consicered the
problems and technigues of historical
sonic restoration from the technical
viewpoint, we must niow consider its
objectives. The techrnical matters are
merely tools, but tor what purpose?
First and foremost, the purpose of
historical recording restoration should
be: to fully recreate the artistry of
the performer. This implies a great
deal.

IR S e R 5
SOME ELEMENTS
AFFECTING THE ARTISTS

Consider two great pianists of
the past, Josef Hofmann and Sergei
Rachmaninoff. Hofmann probably
never played a piece the same way
twice in performance He was always
inventive and volatle. A Hofmann
recording simplv can't show this ever-
changing dynamism,; it can only show
one static moment of his art. On the
other hand, Rachmaninoff tended to
have a single concept of a work in his
playing. He would polish and refine
that concept, but it rarely changed.
Thus a Rachmaninoff recording gives
a truer picture of his overall pianistic
art than does a Hofmann recording.

Most artists suffer from “"mike
fright,” at least in their early exposure
to the recording process, but today’s
artists grew up with an awareness of
microphones and recordings. Artists
in the earliest days of recording didn't
have this familarity and may have
been intimidated when they stood
before the cold, impersonal recording
horn. There was rio tape editing; i
they made a mistake, it was recorded.
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If the resulis were unsatistactory, it
would be done over again and again
Hofmann is reported to have
recorded some pieces seventeen or
more times before he was satistied.
However, the final recording was one
unified interpretive performance on
the 78 side. Many of today's record-
ings are note pertect, but they are not
unified interpretive performances;
rather they are spliced or mixed
combinations of different takes.

Except for live recordings of an
actual parformance, records lack the
interplay between performer and audi
ence. This aftects some artists more
than others. Leopold Godowsky's
piano recordings, marvelous as they
are, are said fo be but a pale
reflecticn of what he could achieve in
the atmosphere of a small musical
soiree. Performing before large
audiences and making records appar
ently inhibited him. Those who knew
the great French actress, Sarah Bern-
hardt, said fhat her recordings do not
give the slightest idea of the impact
she made live on the theatre stage.

The technical limitations of eariy
records in themselves affected artists
adversely. Limited time per side
(about four minutes maximum), poor
frequency response and unnatural
resonances, etc., caused some artists
to alter their normal expression in an
attempt to cope with the limitations of
these primitive recordings. Others
were so disgruntled when they heard
the results that they refused to allow
the release of the records and flatiy
rejected all further recording offers.

It becemes obvious from the
preceding that we can never say with
certainty that any historical recording
fully re-creates the artistry of the
performer. What we can say, and this
is importart, is that the recording

represents what was done at one time,
at one place and under one set of
conditions. We must therefore narrow
our standard for sonic restoration to
what is pessikle, namely, to re-create
as fully as we can the specific
interpretation of the artist when the
recording was made. We cannot
know what "The Divine Sarah” was
like when acting on the stage; we can
know cnly what she was like when she
made her recordings.

SOME ELEMENTS
AFFECTING THE
RECORDINGS

'§ 1. TECHNICAL LIMITATIONS

¥ We can kriow what Sarah Bern
hardt was like wnen she made her
recordings!? Alas, only it many of the
technical limitahons of the acoustic
process car: be undone, and the same
is true to a much lesser extent for
early electrics. The job of the sonic
restorer is to remove the unnatural
sounds caused by the early recording
process and to put back the natural
sonic characteristics which we know
or can infer, were not properly
recorded. With our multigraphics and
parametrics, etc., we can, and will, be
making alterations in the sound quali
ties. Tre mora! consideration in this is
simgle in theory; changes must be
made in the direction of greater
authznticity to the original pertorm
ance. However, the application of this
prinziple is ditficult, for, to make such
changes, we must be able to infer the
sound gualities of the original
performance. We will defer this
protlem for the moment

(continued on page 32)
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about the 6120, write today for complete
specifications and production capabilities.
While you're at it, make an appointment to
see our special 6120 video tape
presentation entitled “Beating Real Time".

TELEX
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TELEX COMMUNICATIONS, INC.

8600 Aldrich Ave, So.. Minneapolis, MN 55420 U.S.A.
e: Le Bonaparte—Uffice 711
Centre Affaires Paris-Nord, 93153 Le Blanc-Mesnil, France.

] Send me literature R12(83

(] 1wantan appointment to see the special
6120 video tape presentation.

TELEX COMMUNICATIONS, INC.
9600 Aldrich Ave. So.
Minneapolis, MN 55420

Name

Title

Company/Organization

Address

City State Zip

Best time to contact

Phone No

Circle «014 on Reader Service Card



(continued from page 30)

i@ 2. MECHANICAL LIMITATIONS

" .

i Many mechanical problems are
solvable. Warps can be flattened. Off-
center records can have the center
hold enlarged and then be recentered
on the turntable. Even broken records
can sometimes be glued together,
taped and the severe clicks spliced
out. With minor distortion it is
frequently possible by selection of
stylus size to rise above or drop below
the damaged area. However, with
some recordings groove damage is so
severe that meaningtul restoration is
impossible by any current techniques.

#% 3. ENGINEERING ALTERATIONS

z Historical recordings have very
few intentional alterations by record-
ing engineers. In fact, we are
convinced that early electric 78's
(1925-1935) represent (with proper
playback) their artists far more accu-
rately than many medern recordings
with their “artist/engineering”
synthesis. The early recording engi-
neers had neither the technology or
inclination to make the sonic modifi-
cations so common toeday. This is
fortunate for the sonic restorer. Had
historical recordings employed a lot of
“artist/engineering” synthesis we could
never recover the artist’s interpretation
as we would not be able to separate
the artist from the engineer.

AR A NN FWATRESHE VAN
DA TR T R SRR

SOME OTHER

CONSIDERATIONS

We have tended to emphasize
acoustic recordings in this discussion.
It is not that they are necessarily more
important historically than later
recordings, but rather their sonic
restoration problems are so much
greater. Probably classical vocal
acoustics are the greatest challenge
facing the sonic restorer, so we will be
emphasizing this type of historical
recording.

In historical sonic restoration the
key word is HISTORICAL. Saleability
and other considerations may be
important with many sonic restora-
tions, but in the sonic restoration of
historical recordings the integrity of
the interpretation is the fundamental
moral and ethical consideration and
comes before everything else. Gross
tinkering with historical recordings is
easily spotted. For the sonic restorer
the dividing line between change tfor
“effect” and change to increase
authenticity by undoing primitive
recording limitations can be very,
very thin. The problems are immense
and a great deal of discrimination is
needed.
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In many cases we will never
know exactly what “inherent”
recording EQ was used on a given
historical recording. It was common
practice to alter the EQ until it
“sounded right.” While this was a form
of engineering alteration, at least the
objective was to make the final result
sound like the artist, rather than to
create a novel effect.

WHAT DID THE ORIGINAL
PERFORMANCE SOUND LIKE?

Through comparative
techniques we can accurately inter
what an historically recorded perform-
ance really sounded like when it was
recorded. The basic reference is live
sound, heard today, with no elec
tronic intervention. The next best
reference is “flat” recorded sound,
such as Mercury Living Presence
records, Sheftield Direct Disks, etc.
Given this, along with gcod hearing
and lots of experience, we know what
an orchestra or band sounds like. We
know, barring the subtleties of individ-
ual instruments and artists, what a
piano or violin, etc., sounds like.
Hence we can do our sonic restora-
tions in the directions of these sounds,
bearing in mind that orchestras and
instruments of the past didn't always
sound like their medern counterparts..
The toughest problem is, “"What did
the acoustic vocalists really sound
like?"

"i{ 1.1925 CROSSOVER
N COMPARISONS

As we have tried to show, the
early electrics, including vocals, when
played back properly tend to be a
very accurate representation of the
artists recorded. Consider the great
soprano, Amelita Gailli-Curci. Her
recording career spanned the 1925
change from acoustic to electric
recordinas. So we play a number of
her electrics and get her unique
sound quality firmly in our mind.
Then, in restoring her acoustics, we
use our multigraphics, parametrics,
etc., always in the direction of the
natural resonances, overtone structure
and timbre as found on her electrics.
The procedure isn't perfect; voices
aae and change with time, but the
changes are usually a darkening of
the voice and perhaps a lack of
steadiness with the passing years, not
a basic change in tone quality (there
are some exceptions). We can
compare the electric recording of La
Paloma made by Emilio De Gogorza
with the acoustic of the same song he
made a few years earlier. There are
hundreds ot such comparisons which
can give us a true picture of what
these 1925 “crossover” artists actually

i Radio Histor

sounded like.

22 2. COMPANION VOICE COMPARI-
# ~ SON TECHNIQUE

With Enrico Caruso, the
problem is more complicated, for he
didn't live long enough to make any
electric recordings. However, he did
make many records with what we call
“companion voices.” He made
acoustic duets, trios, quartets, etc.,
with singers like Galli-Curci who
spanned the 1925 crossover to elec-
trics. So we adjust a Caruso/Galli-
Curdi collaboration for what we know
is the true Galli-Curci electric sound
quality and obtain a “set” on Caruso’s
sound quality. We do the same with
the Caruso/De Gogorza duet and
obtain another “set” on Caruso. We
can obtain “sets” on Caruso via his
recordings with Frances Alda,
Guiseppe De Luca, Schumann-Heink
and others who recorded with him
and later made electrics. Always we
adjust the “companion voice” tor those
sound qualities present on their later
electric recordings. Soon we have
many “sets” on Caruso, and if Caruso
sounds the same on all these "sets”
then we have the true authentic voice
of Enrico Caruso as it sounded at the
recording horn. How Caruso sounded
on the stage of the Metropolitan
Opera House in live performance we
will never know accurately. There are
too many variables, and the memories
of those still living who heard him live
are colored by years of nostalgia and
memory from childhood.

For singers who made only
acoustic recordings, the “"companion
voice” technique is a bhit less reliable
than restoring singers who spanned
the 1928 acoustic/electric crossover
where direct comparisons are
possible. Carusc may not have stood
the same distance from the mouth of
the recording horn as did Galli-Curci
(he probably didn't), and as a result
the horn resonance characteristics for
the two voices would be different.
"Companion voices” may have been
considerably older when they made
their electric recordings which we use
for reference. To get around these
problems we take as many “sets” on
Caruso as we can using companion
voices and take their average sound it
there are differences among the “sets.”

Once we know Caruso's voice
we can use him as a “"companion
voice” and go back to earlier artists
from the first days of recordings.
Certainly as we go further back in
time the comparative process is less
reliable but it does offer a technique
that is not based on memory, opinion
or what some critic wrote, but rather
is based on the internal evidence of
the records themselves, whereby we
can infer with reasonable accuracy
what historical artists actually sounded

THE MIX VOL. 7, NO. 2



like when they stood before the
recording horn.

2 3. MANUFACTURER/AGE
5  TECHNIQUE

The vocalists most difficult to
pin down are those where there are
few, in some cases no, "companion
voices” which can be traced up to the
electrical era. Even here the situation
1sn't hopeless. Our own personal

recordings goes back to the dawn of
recording and through years of
experience we have found that the
recordings of a given manufacturer
and similar age have very similar
resonance characteristics. Let's take as
an example the great ltalian tenor,
Eduardo Garbin. He didn't make a
great number of records, they are

recorded about 1905. We found only
one companion voice for a single “set
on his voice quality and this isn't
enough. However, it is extremely
likely that his Fonotipias have similar
resonance characteristics to other
Fonotipias of the same era which we
can trace up to the electric era via the
companion voice” comparison
technique. Hence the corrective multi
graphic and parametric settings which
we use on these other Fonotipias
should apply also to the Garbin

7]

recordings. This method isn't fool
proof, but it's a lot better than using
our electronic tools with standards
based on personal bias and personal
wishes. Working with the earliest
recordings becomes a detective game,
but the reward is being able to say
with reasonable probability, "This is
the voice of Eduardo Garbin—not as |
think or like, but as he truly was.”

which is totally gone today and it is
important in terms of musical history

those of his contemporaries, both
classical and popular, be more than
just guesswork.

e A
CONCLUSIONS

Using the techniques we have
outlined in this series, it is possible to

vividness and reality previously
thought impossible. The authenticity to
the original performance can be
enhanced and a clear window on
performers of past time achieved. It is,
of course, important to preserve the
original source material in an
unaltered state and this is being done
increasingly by institutions and archi
vists as they transfer “flat” to tape for

preserv- tion of the unaltered source.
However, there s nothing sacred
about the old records. What is sacred,
if that's the right word, is the interpre-
tation of the artis!, and a quality resto-
ration can enhance our understand-
ing, appreciation and enjoyment of
past artists far beyond the ability of
flat” records to do so, but only it

>asic moral position of the restorer is
authenticity to the original perform-
ance. With this approach, blues singer
Ma Rainey, King Oliver's Jazz Band,

ornetist Bix Bei e*“e/\e soprano
Nellie Melba, cor mr or Richard
Strauss, pianist Josef Hofmann, and
many other great artists of the past
come alive for us

T}—we sonic rectorahon Of

historical recordings is both Art and
Science. The Science is knowlecze of
music—its history and psychology,
electronics and acoustics. It is having
and maintaining the restoration equip-
ment. It is developing the skill to use
the equipment. The Art is the patience
to do the job again and again until it's
just right. It is the love of the work. It
is the standard of authenticity to the
original performance. Above all, it is
the subtle discrimination needed in
achieving that authenticity. The
Science can be acquired with time,
study, money and work, but the Art
the Art is very rare indeed. [ |

\!
e

FEBRUARY 1983

,-: m
Sound

Introducing the new
Meyer Sound 833

Studio Reference
Monitor*

*Patents applied for

Meyer Sound Laboratories Inc.
2194 Edison Ave.

San Leandro, CA 94577
415/569-2866

Circle #015 on Reader Service Card

—'——'

Acoustical Specifications:
(with power ampilifier rated
at 250 watts per channel
continuous into 8 ochms)

35-18,000
+ 3dbHz

System Time + 350us,
Delay 100-20,000Hz
(including + 25 us,
electronics) 2,000-20,000Hz

Frequency
Response

High Frequency

Dispersion

Vertical 40 degrees
Horizontal 80 degrees

Maximum SPL
Continuous 120 dB
Peak 130 dB

List Price $4,950.
(two loudspeakers

and control

electronics.

Amplifier not

included)

Dealer inquiries welcome.
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THE CONSOLE THAT

REDEFINES‘POWERED MIXER. -

INTRODUCING THE RXA SERIES PROFESSIONAL, / oo

POWERED CONSOLES FROM TOA.

WE'LL BET YOU'VE OUTGROWN YOUR
“MIXER"

Until now, self-powered mixers have
had some serious shortcomings. Like
inadequate power amplification, limited
input channel capability, a seriows iack of
signal processing and most of all —not
enough thought (or care) put into the
construction.

The new TOA RXA Series self-
powered consoles are engineered to
solve all these problems. They're built
rugged. They're amazingly compact.
And, they're designed around the
specifications and performance that
an audio professional needs.

An RXA board is the logical next step.
OUR SMALL CONSOLES HAVE SOME
BIG DIFFERENCES.

There are two models of RXA consoles:
The 16 input console has four built-in
power amps of 120 watts each into 8
ohms. The 12 input has two, 120 watt
assemblies. These amplifiers are totally
accessible for whatever use you may
have for them, including biamplification.

Both consoles feature dual, 9-band
graphic equalizers that are switchable to
either the program or foldback outputs.
Both equalizers and the power amps are
assignable with panel mounted switches.
Signal input is a choice of either +4 or
+20 dBm sensitivity.

Every channel input is balanced,
transformer isolated with an input level
switch and fim control. These inouts are
XLR type. while unbalanced operation
appears on nomal plug-in jacks. There’s
four band equalization for more flexibility.
All the faders are log-linear type with
6Omm travel. The inputs also have peak
indicating LE.D.s, cue switch, stereo input,
Aux echo input, program output,
foldback output and echo send.

The metering is solid-state, high intensity
fluorescent bargraphs for monitoring the
program L&R and foldback 1and 2. Both

consoles give you additional stereo inputs
for connecting a stereo playback deck,
disk player or any other auxiliary
equipment. There's even a built-in,
electronic analog echo unit.

OUR SMALL CONSOLES ARE BUILT TO
TAKE YOUR WORST.

When you get your hands on our new
RXA Series you'll discover the big
difference is inside too. All critical
components are modular, including
our exclusive PowerBlok™ amplifier
assemblies. The sensitive input 4
electronics are grouped into
units of two and have
extensive shielding to keep
out interference, and hold toan
ultra-tow noise spec.

Both consoles are wrapped into
a rugged chassis that's lightweight,
easily fransportable and attractive. Our
16 input model is only 2’9" wide.

Our new RXA consoles are
engineered for where you're going. not
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where you've been.
Check out these specs and
you'll see what we mean.

SPECS:

Frequency Response: 20Hz-30kHz
THD: less than .05%
Equivalent input Noise: -126d8
Crosstalk: —63dB @ lkHz

Contact us now for more information
on a series of powered mixers that are
designed to be high peffoomance
consoles.

groa

TOA Electronics, Inc., 480 Carlton Court

South San Francisco. California 94080 (415) 588-2538
In Canada:

TOA Electronics, Inc., 10712-18) Street

Edmonton. Alberta T55 1K8  (403) 489-5511

large, fluorescent. high
intensity borgraph peck
meters
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Exclusive, integral

PowerBiok™ power

amplifiers rated a* 120

watts inio 8 ohms. © 1982 TOA Electronics, inc.
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The role of the record producer in the 1980’ is a
far cry removed from the producer of twenty years ago.
The current state of the economy and its impact on the
record industry seem to be the topics of the day. The
growth of digital technology and the emergence of video
as a major force in record promotion are just now
changing the face of the business. And independent
labels are steadily increasing in numbers, while the
number of new major label album releases drops each

year.

How are these changes being handled by today’s
record producers? We polled a few to pass along some of
their insight and recent experience.

Producers Forum
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SURVIVING THE 805

WHAT CHANGES HAVE YOU NOTICED IN
THE INDUSTRY OVER THE PAST FEW
YEARS?

“The most obvious change is
the big record companies are not
putting out as many records as they
used to. They're playing it close to the
chest and sticking with the sure shot.
This has caused a lot of musicians and
producers to do their own record.

"I'm starting my own label be-
cause | got tired of seeing so many
good artists being dropped off labels.
They sell maybe 50,000 records and
that's a big loss for a major label, so
they don't renew their contract. Under
the circumstances, there has never
been a better time to start a record
company.

"I'm not going to compete with
the charts, I'm just going to keep it
good. Some economists predict within
the next four years there will
only be four major labels. The rest will
be independents.”

IT'S LIKE WHAT HAPPENED TO <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>