U.S. $4.95 CANADA $5.95 SEPTEMBER 1988

A SPECIAL SUPPLEMENT
Los Angeles

Recording:

Back in the

High Life Again

THE RECORDING INDUSTRY MAGAZINE

<> Directory:—=
I Southern Califgrnia
— . Recording Studios

bl i
k.

: ot ki it i :
Huey Lev@s‘;‘ —
“Small World”

.........

e




Every recorder in the C270 Series
comes /oaded with professional features

that aren’t available — not even as options
—on “comparable” machines from other
manufacturers . . .

* Dolby HX Pro® Headroom Extension and pro-
prietary phase compensated audio electronics

* Seamless and gapless punch-in and punch-out

* Integral scrape-flutter filter in head assembly

* Constant tape tension on both spooling motors

* One-hand cueing under full servo control

* Fully modular audio electronics allowing quick
interchange of individual circuit elements

* Front access to all audio electronics, even when
rack-mounted

® Plug-in record and reproduce equalizers for
optimal performance and easy speed pair
conversion

® 3 peak LED indicators: +6, +9, +12dB (C270)

* Adjustable Mute-to-Play time of audio output
from 50 to 990 msec

® Built-in variable speed allows —33% to +50%
range

® Selectable library wind and record inhibit

¢ Optical End-of-Tape Sensor

® l-year parts and labor warranty

Circle #049 on Reader Service Card

Standard on ours is “N/A” on theirs.

i

Plus, other features standard on the
C270 Series that are available only as
options on other machines . . .

— Fader start circuitry

— RS 232 serial pori allows full control of all
machine functions

— Rack mount adapters

The C270, 274 and 278 all have 3 tape
speeds (3 3/4,7 1/2 & 15 ips), any pair of
which can be selected and quickly
changed in the field.

Low speed versions (15/32, 15/16 & 1
7/8 ips) of the C274 and C278 —especially
suited for logging applications —come
with a built-in time and date code gener-
ator and reader with search capabilities.

All audio electronics fully accessible through front panel.

The C270 Series is designed to give
you what you need, included on every
machine . . . pro transport Tunctions, prc
audio quality and pro construction (rug:
ged die-cast deck-plate, head assembly
and chassis). Add overall value too.
because that’s very much what the C27(
Series is about — giving the professional
more for less. (Accessories and options, if
you need them, are available — autoloca-
tors, remote controls, floor consoles and
SMPTE center track time code.)

But one feature built into the C27(
Series no one else has ever been able to
offer . . . the Studer Revox 40-year reputa-
tion for reliability and unequaled
performance.

Available from Studer Revox Professiona:
Products Dealers. Or contact: Studer Revox Americq
Inc. 1425 Elm Hill Pike, Nashville, TN 37210. (615

]

254-5651 1

STUDER REVOX ’
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; sound technology. That's the dream that ™, . e T
SR a— " built the Neve range of consoles. From the Classic ™ o
g w 80 Series to the V Series and Digital Studio Systems, Neve
" provides a fyll ramge of multitrack consoles.
The-Formant Spectrum Equalizer, a technological breakthrough integral i oC o
to the'acclaimed sound of Neve, is now teamed up with the most comprehensive ‘\
in-console dynamics units ever developed By combining total control of limiting and \\
compressmn and compréhensive noise gate with hysteresis control, processing has never been o Thees -
-easier on the V Series and Digital Studio Systems. More than a decade ago..Neve introduced moving fader
automation. Now.in hundreds of installations woridwide, Necam 96~ drlves the finest production and post-
. production projects in‘the world’s top studios. S B e
Contact us to make Neve's sound quality, reliability, consistency of performance, speed and ease of opera-
tion your tools for translating ideas into recorded reality. ~

e

NEVE. . .PUT YOUR CREATIVITY IN FLIGHT.

RupertNN}e@Y?

*A'Siemén§Company - cor Treeel owepcsmae

RU?IERT NEVE INC., BERKSHIRE INDUSTRIAL PARK, BETHEL, CONNECTICUT 06801, U.S.A.
TELEPHONE: (203) 744-6230. TELEX: 96 9638. PACSIMILE: (203) 792-7863

NY: TEL: (212) 956-6464 ~ CA:TEL: (213) 874-8124. FACSIMILE: (213) 874-1406
TN: TEL: (615) 385-2727. FACSIMILE: (615) 297-5092.

NEVE ELECTRONICS INTERNATIONAL LIMITED, MELBOURN. KOYSTON, MERTS SG8 6AU.ENGLAND
: TELEPHONE: ROYSTON (0763) 60776. TELEX: 81331. CABLES: NEVE CAMBRIDGE.
B FACSIMILE: (0763) 61886

e LI RN
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birthday this year. Pic-
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Designed by Tom Hid-
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FROM THE EDITOR

Report From
Our Guest Editor

Los Angeles is a city without
equal. Both brash and exhilarating, the city exerts a magnetic and
beguiling influence, especially in any dimension of the enter
tainment industry. The Southern California recording scene is
packed with talent looking for a chance to perform on hoth sides
of the control room window. Making it in Tinseltown takes a lot of
hard work, an impeccable reputation and a great deal of high
power networking.

Exactly how LA. came to assume such prominence within the
film, recording and post-production inclustries is not easy to tie
down. The motion picture business made the westward trek to the
Los Angeles basin over 75 years ago, in response to some shady
maneuverings by the East Coast film magnates, and :o search for
year-round sunshine. That the majority of the new wave of mavie
moguls settled around Hollywood Land was accidentai; that the
wife of a property baron liked the name enough to use it for the
Redgling film community is, as they say, just another page in the
history books.

During the past three-quarters of a century, Los Angeles ana its
immediate environs have seen a great deal of changes. Today, the
Los Angeles area represents a unique community of producers,
engineers, session musicians, recording studios, video post-pre-
duction houses, film scoring and re-recording facilities, music
editing rooms and a host of support services without which the
world of professional audio production would soon grind toa halt.

For quite a while now, Mix’s illustrious editonal team has
planned to throw the creative spotlight on Southern Califorria’s
recording community, and they asked me to coorcinate the proj-
ect. Beginning on page 47 are the fruits of that endeavor.

We've tried to bring you a “mix” of the history as well as the
current issues and newsmakers in this recording mecca. We've
plugged some of our best writers into some of the best stories we
could find and, all in all, 'm sure yau’ll find the information
included here both fascinating and informative.

Read on,

Mel Lambert,
Coordinating Editor

* * * * * *

Other business: You'll find that Stephen St. Croix’s column, “The
Fast Lane,” is missing from this issue, as he is currently vacatior.ing
somewhere so far away that there is no electricity to power his
modem. He'll be back with us next month.
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The Emulator Three. A matter of




art and intelligence.

Making music is a matter of art.

Designing tools for musicians that deliver optimal sound, set new standards
of technology, and offer extraordinary value is a matter of intelligence.

We designed the Emulator Three Digital Sound Production System™to achieve
the highest sound quality technologically attainable. Absolutely no compromises were
made in preserving the full clarity of a true 16 bit data format. Through techniques and
features like oversampling digital filters, distortion free pitch shifting, stereo sampling,
and an array of advanced digital and analog processing functions, the Emulator Three
offers sound quality and capabilities far in excess of systems costing ten times its price.

The Emulator Three also includes a sequencer which is, in itself, a notable
achievement in intelligent design. The sequencer is both MIDI and SMPTE based for
composition and performance or film and video applications. You get the power and
flexibility of a computer-based sequencer (including cut/copy/paste editing), while
retaining the speed and convenience of an integrated sequencer. It also incorporates
sophisticated new autocorrect features to “humanize” your sequences and its intuitive
interface invites creative interaction.

As the heart of an expandable modular production system, the Emulator Three
is designed to serve virtually every professional application. Through its high speed
SCSI data interface, your Emulator Three system may be custom configured with
options such as a voice and memory expander (for 32 channels and 16 megabytes of RAM),
external hard drives (including E-mu’s own rack-mountable 300 megabyte drive),
CD-ROM libraries, 800 megabyte WORM optical cartridges for user sound storage,and
powerful Macintosh® based software including Sound Designer;” Q-Sheet A/V,”
SoftSynth} and Alchemy™

Of course, the final test of intelligent design is affordability, and in this
regard the Emulator Three is indeed a work of art. From the basic instrument to the
full-blown system, the Emulator Three gives you extraordinary creative power at
a real-world price.

See your E-mu Systems Professional Dealer today for a demonstration of
intelligent design.

The Emulator Three. Because it’s your art that matters.

E-mu Systems, Inc. Applied Magic for the Arts. 1600 Green Hills Road,
Scotts Valley, CA 95066. (408) 438-1921.

Macintosh is a registered trademark of Apple Computer, Inc. Sound Designer, Q-Sheet A/V and SoftSynth are trademarks of
Digidesign, Inc. Alchemy is a trademark of Blank Software.

E-mu

Systems, Inc.
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DASH Makes Significant
Strides

At a recent press conference, Sony,
Studer Revox and TEAC gave an up-
date on their plans to support the
DASH format. Sony and Studer joint-
ly announced that they are set to
release a 48-channel recorder.
Though no date was specified, and
there was no indication of who
would release the item first, the
companies said that at least one
product announcement will be
made before the end of the year.
The DASH 48-channel machine is
based on the same half-inch width
as the 24-channel recorders.

The 48-channel recorders will be
introduced by all three companies
and will support full digital audio
interchangeability with present and
future 24-channel DASH recorders.
The companies did stress that while
they were introducing DASH 48-
channel to cover the top segment
of the professional market, DASH
24-channel remains the best solu-
tion fora majority of users, interms
of flexibility, universality and over-
all cost.

TEAC also announced its inten-
tion to display its prototype DASH
24-channel recorder before the end
of the year. It will support full dig-
ital audio changeability with the
present and future 24-channel re-
corders of other DASH companies.
The recorder is based on TEAC's
proprietary development, with the
exception of DASH key devices
such as heads and LSI, which were
developed in common by all DASH
companies.

AES 85th Convention

The 85th AES Convention, slated
for November 3-6, will be held at
the site of the 1986 show—the Los
Angeles Convention Center. Live
sound demonstrations rooms and
an extensive educational program

of workshops and technical papers
sessions will be centered at the Los
Angeles Hilton hotel, just four
blocks from the convention center.

The theme for this year’s show is
“A Century of Technology in the
Service of Artistry,” to reinforce the
interdependency of the creative
and technological sides of the au-
dio industry and to celebrate the
100-year anniversary of recorded
sound. For more info, contact the
AES at (212) 661-8528.

Record Rental

Extension Act Passes

The House Judiciary Committee
unanimously passed the Record
Rental Act Extension in June. This
legislation will extend the provi-
sion of the Record Rental Amend-
ment of 1984, which provides
sound recording copyright owners
the exclusive right to authorize rec-
ord rentals.

Congress originally enacted the
law for a five-year period. The bill
requires a two-thirds vote for pas-
sage in the House. The House bill
would extend the amendment for
five years; the Senate bill, which
passed in June, is a permanent ex-
tension of the law. A House/Senate
conference will convene to settle
the term for this legislation.

Radio '88

Three full-length seminars, special
sessions for engineers and five tech-
nical panels are just a few of the
highlights of NAB's Radio '88, set
for September 13-17 at the Washing-
ton Convention Center in Washing-
ton D.C.

Special seminar topics planned
exclusively for radio engineers are:
“The Digital Radio Station,” “Direc-
tional Antennas” and “RF Compli-
ance.” Technical panel topics are:
“FCC’s Engineers Forum,” “PCs for
Engineering Applications,” “Inter-

ference: Its Causes & Cures,” “FM
Directional Antennas” and “EBS—
What’s Old, What’s New and What's
Changing.”

Other planned events include
radio station bus tours, a computer
fair, the Radio Award luncheon, ex-
hibit hall reception and dinner/en-
tertainment party. For more infor-
mation write: Radio '88 Registra-
tion, NAB, 1771 N St., NW, Washing-
ton, D.C. 20036.

Musictech Set for Fourth Year
Dedicated solely to musicians as a
way of promoting new products
and information, Musictech 88 will
be held September 17-18 at the Hy-
att Hotel in Chicago. The twg-day
show has expanded to include four
main rooms, two of which will be
used for keyboard exhibits, and the
others for pro sound and record-
ing components and computer/soft-
ware displays. Six seminars will be
held in conjunction with the show.
For more information, contact Gand
Music & Sound, Inc., 780 Frontage
Road, Northfield, IL 60093, (312)
446-4263.

NARAS Announces

1989 Grant Program

The National Academy of Record-
ing Arts and Sciences (NARAS) re-
cently announced the Academy’s
1989 program of grants, providing
research opportunities in the cre-
ative and technical aspects of the
recording industry. Three grants of
up to $5,000 each will be an-
nounced on January 1, 1989. Non-
profit organizations should mark
applications to Grant Program; in-
dividuals to Research Opportunity
Program. They should be mailed
to NARAS, 303 N. Glenoaks Blvd.,
Suite 140 M, Burbank, CA 91502-
1178, and applications must be
postmarked no later than Septem-
ber 1. Call (213) 849-1313. B
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Professional Digital standad recording format ® 32 tracks ™ Peak-reading LED
meter bridge ™ The incomparable ballistics of Otaris renowned pinchrolierless lransport
SMPTE-EBU time-code synchrorization
When you are ready to create the ultimate recording studio, the Otan DTR-9C0 await

Otari, Technology You Can Trust B Otari Corporation, 2 Davis Drive, Belmont a1
California 94002 B (415) 592-8311 TWX 9103754890, TL-”:L]E
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INDUSTRY NOTES

Charles W. Rhodes, principal re

search scientist with Philips Laborato-
ries, Inc., and a developer of high-defi

nition television (HDTV), has been ap

pointed chief scientist of the Advanced
Television Test Center (ATTC)...
The HDTV 1125/60 Group, an organi

zation of manufacturers of HDTV pro-
gram production equipment, has been
formed to support the 1125/60 produc-
tion standard. William G. Connolly
will head the Group’s technical efforts. . .
Philip Hopbell was named manager
of production services for American
Interactive Media. George Rebane
was named vice president of technol-
ogy . . .National Public Radio Satel-
lite Services has developed the Sound
Connection Network, enabling pro-
ducers to transmit audio signals be-
tween studios via satellite. . . Turbo-
sound, a British manufacturer of loud

speaker enclosures, responded toa 60%
sales increase in 18 months by opening
their second new facility. . . Allen &
Heath have dropped “Brenell” from
their name, the first of several expected
major changes ...Editel/Chicago
named Richard Mandeberg director
of operations. .. EdgeTech (U.S.)
Inc. has formed a new subsidiary, Edge
Distribution Corp., to act as US. dis-
tributor for several companies, starting
with BSS Audio and Turbosound.
Dave Talbot, EDC's new vice president
of electronics products sales, will over-
see U.S. distribution of BSS Audio prod

ucts. . .Levien Instrument is seeking
expert feedback on the aural qualities
of their new digital music system. In

terested “ears” should write Levien at
Box 31, McDowell, VA 24458, or call
(703)396-3345. . .Lindsay A. Lautz
has been elected president and chief
operating officer of Groupe Andre
Perry for the western region. Theyalso
appointed its creative, sales, client serv-
ice and engineering staff for the new
$10 million Washington, DC, video post
center. . . Muzak announced an early
July delivery date for their Music Plus
direct broadcast satellite product. ..
Rob Levy was promoted to commercial

account executive for Editel/LA. ..
Craig Taylor is the new Northeast re-
gional sales manager for Sony’s Broad

cast Products Division. . .Aphex Sys-
tems, Ltd. announced agreements
with two new foreign distributors,
Gould Marketing (Canada) and
LEAB (Sweden)...Torbett/Keyser
Group, Progressive Audio Repre-
sentatives and On The Road Mar-
keting are now sales reps for Audio-
Technica pro audio gear...Musi-
plex, the Atlanta-based studio and pro-
duction facility, has acquired Lamping
Audio, a pro audio equipment and in

strument maintenance and repair com

pany. . .Pat Chupko, a former pro au

dio sales manager of Sam Ash Music,
has joined AST Sound as a sales engi

neer. . .The Mitek Group, a Winslow,
IL, loudspeaker manufacturer, has ap-
pointed David Armon as director of
international sales. . . Fuji Photo Film
U.S.A. announced three promotions:
Keith Scott is now an account rep for
professional products, Scott Petroz-
zini is a senior account rep and Tom
Volpicella becomes professional dis

trict sales manager. . . Farallon Com-
puting, Inc.,a Berkeley, CA-based ven

dor of twisted-pair networking systems,
and WOS Data Systems, a software
design company in Lawrence, KS,
signed a letter of intent to merge under
the Farallon name. . .Vaughn Dupli-
cation Services has installed the Mac-
rovision anti-pirating video protection
system in its Minneapolis facility. . .

New England Digital, in an effort to
increase its presence in the small and
mid-sized studio market, introduced a
third-party leasing program through
Terminal Marketing of New City,
NewYork. . .Fane Acoustics Ltd., the
British loudspeaker manufacturer, has
formed a Chicago subsidiary to pro-

mote and expand sales in North Ameri

ca...DAX Audio Group of Portland,
OR, has added six new sales reps. ..

MIDI City opened a second “super
store,” in LA.’s San Fernando Valley. An
Orange County facility is projected for
thisyear. ..
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WHAT TO DO
ABOUT YOUR
COMPETITION

Give your clients what they want

Great sound. Give them the great sound of a
console that consistently wins A/B tests against
the other consoles.

Affordable rates. Your clients want great
sound but they need reasonable rates.

This is exactly why you should consider a
new Mitsubishi Westar or SuperStar console.
Superior, efficient design lets us deliver great
Mitsubishi sound for far less than you'd expect.

So you can give your clients what they want
and what they need.

And then some...

Give your clients moving fader automation
and watch your competition fade away. All the
advantages of automation with unlimited mix
storage and off-line splice & merge are here, plus
faders that accurately track your levels. And
without VCA's, you'll sound better than ever.

Get all the details about Mitsubishi’s great
sounding consoles with moving fader auto-
mation. Call for a brochure or demonstration
in your studio. Do something about your
competition today.

A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION
Headquarters: 225 Parkside Drive, San Fernando, California 91340
Phone (818) 898-2341 « New York: Phone (212) 713-1600 «
Tennessee.: Phone (615) 371-6602 « Canada: Phone (416) 365-3363 -
United Kingdom: Phone 0727-40584

Circle #048 on Reader Service Card



The
Winning Combination
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For Tracking and Mixing

LAMEK G2520 automation. Considered the most powerful
. and creative mixing system available.
with the GML System... And no VCAs.

The combination: the phenominally
successful G2520 console is finally available
with the GML system manufactured under
licence by AMEK. Two systems which are
the best of their kind, together in a product
which gives you everything you could want
from a console: superb sonic quality for
tracking and real mixing power to get
GML Moving Faders: the last word in complex productions achieved fast.

Some products are special. They enhance
P P Y

your ability to succeed. They stimulate
your creativity

AMEK: synonymous with great
sounding. musically transparent consoles.
Proud possessors of an unequalled reputation
for sonic performance.
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EMPHASIS ON ENGINEERING
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P Head Office, Factory and Sales: Amek Systems and Controls Limited, New Islington Mill, Regent Trading Estate. o
“W Oldfield Road, Salford M5 4SX, England. Telephone: 061-834 6747. Telex: 668127 AMEK G. Fax: 061-834 0593. gw
AMEK/TAC US Operations: 10815 Burbank Blvd, North Hollywood, CA 91601. Telephone: 818/508 9788. Fax: 818/508 8619
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SESSIONS

AND STUDIO NEWS

SOUTHWEST

Rock Studio in Norman, OK, has been the
site of a self-engineered/produced debut
album project by The Fanatics. . . Recent
activity at Lone Star Recording in Austin
included Agony Column mixing their
debut album for Passport Records, with
Stan Coppinger producing and Kerry
Crafton engineering. . .Dallas-based
Omega Audio’s 48-track remote facility
traveled to Jackson, MS, for a live double
album recording for the Jackson College of
Ministry and Grammy Award-winner Lan-
ny Wolfe. Philip Barrett, Steve Lowney
and Andy Vastola engineered. . . Crystal
Clear Sound of Dallas played host to a
collaboration of local rock musicians
dubbed The Shocking Vibes, with pro-
ducer/engineer Chris Craddock .. ..

NORTH CENTRAL

O’Jays singers Eddie Levert and Walter
Williams joined students from West Tech-
nical High School at Audio Recording
Studios in Cleveland to sing and record
“They’re Counting On Us,” a song support-
ing Cleveland Public Schools and quality
education. The tune was written and pro-
duced by Dunn Pearson, Jr. and Joey
Porrello of The Music Cafe in Cleveland
and NewYork. . . At 74th Street Studio in
Minneapolis, Joey Molland mixed previ-
ously unreleased Badfinger live tapes
with engineer Mark Healey and assistant
Scott Bartel. . . Darryl Duncan was pro-
ducing vocal tracks for Epic Records artist
Billy Always at Studio A in Dearborn
Heights, Ml. Eric Morgan was at the con-
sole with assistant Randy Poole. . . Mill-
er M.L.D.I. Productions in Warren, Mi,
reports that vocalist/songwriter Mikie Shy
has completed work on his debut release,
Love Don’t Know Me No More, for Oneida
Records. Ron Stephens produced the
date, with Chuck Miller engineering. . .

At Selah Records in Detroit, producer
Michael Brooks has been laying tracks
with vocalist Ester Smith for the Sound
Of Gospel label...From LaPorte, IN,
comes word that local favorites The Back-
street Blues Band have recorded ademo
at Best Little Recordings with Brian
Roseman at the board. . . Chicago’s DKP
Productions was recently used for a
project by The Ultraviolet. Freddie
Salem produced and Jon Hermann
engineered. . . .

NORTHWEST

Recent activity at Mobius Music in San
Francisco included work on a project for
jazz vocalist Madeline Eastman, with
Paul Potyen producing and Oliver Di-
Cicco engineering; also, completion of
guitarist Henry Kaiser’s CD release for
SST Records, with Jane Scolieri assisting
DiCicco at the console. . .At Ironwood
Studio in Seattle, engineer Jay Follette
was busy working with R&B band Beat
Street. . .Elvin Bishop is putting the fin

ishing touches on his debut album for Alli-
gator Records at Starlight Sound in Rich-
mond, CA. The project is being engineered
by Bill Thompson with assistance from
Andrew Gray. . .Seattle’s Steve Lawson
Productions reports that composer Car-
roll Howell’s soundtrack to the TV doc-
umentary Choices has won an Emmy for
original music composition. . .Narada Rec

ords recording artists Eric Tingstad and
Nancy Rumbel completed tracking on
another album at Triad Studios in Red-
mond, WA. Tingstad produced the project
with Larz Nefzger engineering. . .New
album projects at San Francisco’s Dave
Wellhausen Studios include a solo clas-
sical guitar album by David Tanenbaum,
producedby Dean Kamei. . . Freaky Ex-
ecutives are working on their first album
for Warner Brothers at Different Fur Re-
cording in San Francisco. Chico Ben-

nette is producing the tracks, with Larry
Ferguson and Mark Slagle engineering
. . .Across town at Russian Hill Record-
ing, filmmaker Errol Morris has been
working on the sound post-production for
his new film, The Thin Blue Line. Also in at
the facility is blues legend John Lee
Hooker, whose latest album is in its final
stages. Engineer Sam Lehmer has been
working on the project with producer Roy
Rogers. . .From Santa Rosa, CA, comes
news that Dick Smothers Jr. and his
group Kamikaze are finishing work on a
project at The Banquet Sound Studios.
Warren Dennis is producing and engi

neering. ...

SOUTHEAST

Ray Simpson has been at Atlanta’s Musi-
plex studios working on overdubs for his
upcoming Virgin Records album. Produc-
ers Dean Gant and Mike Powell are
working with engineer Thom Kidd . ..
Also from Atlanta comes word from
Cheshire Sound Studios that Maniquin
recorded tracks for their debut album on
CBS/Epic Records. The tracks were pro-
duced by Charlie Singleton with con-
sole assistance from Lewis Turner Pad-
gett. . .Atlanta’s Doppler Studios reports
that The Georgia Satellites recorded a
cut for a new Walt Disney movie, Cocktail,
starring Tom Cruise. . . Telstar Record-
ing Studio in Sarasota has been used to
cut recent tracks by The Outlaws, with
Dirk Van Tilborg and Bud Snyder engi-
neering. . .Producer Bob Montgomery
has been at Nashville’s Soundshop Re-
cording Studios with engineer Pat Mc-
Makin to record material for a new CBS
album for T.G. Sheppard...The Fox
Brothers of Morning Star Records are
working on a new album at Acorn Sound
Recorders in Antioch, TN. The project is
produced by Eddie Crook and Bil Vorn-
Dick, with VornDick and Arnold O’Neal
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Call for Free Catalog
In Stock and Priced Right.

Reels, Boxes, Custom Cassettes,
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behind the board. . .Virgin Records re-
cording artist Steve Winwood is at Nash-
ville’s Emerald Sound Studio mixing his
upcoming single, with Tom Lord Alge
producing. Tom and Ken Criblez are the
engineers. . . Rick Sandidge was at Mark
Five/Sandcastle in Greenville, SC, mix-
ing The Dregs’ Reunion tape with Steve
Morse, T. Lavitz, Andy West and Rod
Morganstern. . .Producer/engineer
Warren Peterson has been working with
MTM artist Holly Dunn at Sound Empo-
rium in Nashville. . . In Johnson City, TN,
John Stewart has been recording a new
album at Soundtrax Recording, with
Rick Monday engineering. . .Delbert
McClinton recently completed a project
at Jay Howard Production Audio in
Charlotte, NC, with help from producer
Dave Floyd. . ..

NORTHEAST

Warner Bros. recording artists a-ha were
recently in at Counterpoint Recording
Studios in NYC with producer Paul Simp-
son and engineer/programmer David
Darlington. . . Neil Dorfsman has been
in New York’s Electric Lady Studios, pro-
ducing and engineering a forthcoming al-
bum by Virgin Records’ Canadian record-
ing artist Colin James, with assistance
from Bridget Daly.. .At Susquehanna
Sound in Northumberland, PA, A Street
recording artists Bad Lee White began
final mixing of an EP project with Bill
Grabowski producing and Bret Alex-
ander at the board. . . Select Records’ art-
ist Malika Love has been at NYC's Power
Play Studios with producer DJ Doc
RECNY and engineer Ivan “Doc” Rod-
riguez. . . Phoenix, MD-based Sheffield
Audio’s remote truck has completed re-
cording basic tracks for PolyGram Records’
new David Lynn Jones album in Bexar,
AK. Producing the album were Ritchie
Albright and Mick Ronson, with Wayne
Nuendorf handling the engineering. ..
Studio manager Bill Brady reports that he
recently finished mixing tracks for Buck-
wheat Zydeco at Omega Recording
Studios in Rockville, MD. . .At Pyramid
Sound in Ithaca, NY, M.O.D. completed
recording of an EP entitled SurfingM.O.D.
for release on Megaforce Records. .. Tin
Pan Apple recording artists The Latin Ras-
cals have been at NYC's D & D Record-
ing working on vocals for their next al-
bum. Engineering are Douglas Grama
and Mike Rogers. . .At Shakedown
Sound in New York, Dave Morales and
Dave Depino were recently producing

C.E.O.’s “Give Me The Music” for Criminal
Records. John Poppo engineered. . .
Working with Joe “The Butcher” Nicolo
recently at Studio 4 Recording were
Geffen recordingartists 7A3. Schoolly D.
and Cash Money were co-producing with
The Butcher. . .Also in NYC, producers
Justin Straus and Murray Elias were at
LN.S. Recording working on overdubs
for the remix of Johnny Clegg’s “Siya-
landa.” Dan Sheehan was at the board
...Elektra Records’ Beat Noir were in
Greene Street Recording with produc-
ers Arif and Joe Mardin doing overdubs
for their new LP. Rod Hui engineered. . .
Frankford/Wayne Mastering Labs’ en-
gineers Chris Gehringer and Carleton
Batts are in the process of digitally remas-
tering the Buddah Records catalog for re-
lease in Japan and for an exclusive licens-
ing deal with Pair Records for U.S. distribu-
tion...The Cutting Edge in Ferndale,
NY, reports mastering an EP for Self-Serve
Records’ artist Sean Landers, and 45s for
Boffo Records and Wallmen Records. . . At
Wendell Recording Studio in Wendell,
MA, Flying Fish artists Bright Morning
Star finished recording their latest album
with the help of producer Steve Snyder.
Engineering the project was Rick King
...Asix-song EP titled Bruno’s Basement
was recently completed by Da Bluz at Iris
Sound in Royersford, PA. The project was
produced by Rick Weinstock and engi-
neered by David Ivory...Producer
Thom Trumbo and engineer Noel Gold-
en are using Quantum Sound Studios
to record tracks with LA. guitarist Mark
Tait Lewis. . ..

SOUTHERN
CALIFORNIA

Brian Wilson went to Soundcastle in
L-A. to mix his new album for Warner Bros.
Lenny Waronker produced, with engi-
neering duties handled by Mark Linett
and Jim Champagne. . .Current activity
at LA’s Larrabee Sound includes mixing
sessions for Jackie Jackson’s solo album
to be released on PolyGram. Keith Cohen
was at the console, with assistance from
Peter Arata. Also, L.A. Reid and Baby-
face brought four songs by Sheena East-
on to be mixed. . .Over in Van Nuys, Val-
ley Center Studios reports that the metal
band London finished recording and mix-
ing tracks for their upcoming album. ..
Producer Ken Suesov was recently at Hol-
lywood’s Kren Studios laying down tracks
for Jeffrey Steele. Engineering the ses-
sions were Suesov and Russell Bracher




“$2500 Says
You Can'’t Fmd a
Better Gate!”

t Aphex we have a problem with
Athe President. Marvin Caesar
wants everything the company
makes to be the “best.” Marvin is not
an engineer, he is an audio zealot
who doesn’t understand the word
“Impossible.”

When engineering approached him
with a design for a gate, he wasn't satis-
fied. He wanted the ultimate gate, an
expander/gate that was extremely fast,

perfectly click-free, loaded with features,

with traditional Aphex audio quality.

Impossible with available technology
they said. Marvin wasn't satisfied.

So, the engineers developed a new
VCA, the Aphex VCA 1001. Then they
created the Aphex 612 Expander/Gate.
Marvin was finally satisfied.

In fact, he is so confident that the
Aphex 612 is the world’s best expander/
gate he is offering $2500 to the person
who finds a better one. If you think you
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Marvin Caesasr; President

know of a commercially available
expander/gate that can begin to com-
pete with the Aphex 612, write for full
details of this offer.

If you would rather spend your time
more usefully, contact your professional
audio dealer for a demo of the best!

Here are a few highlights of the
world’s best expander/gate:

* Attack time—variable from less
than 2uSec (with no clicks!) to
100mSec

» Ratio—variable from 1.2:1 to 30:1

» Range —0 to 100dB

» Bandwidth—5Hz to 100kHz,

+ 0, — 0.2dB

* THD @ + 20dBm—0.006%

 IMD (SMPTE) @ + 10dBm—0.006%

* Noise and hum—{ully attenuated
— 94dBm

« Servo-Balanced Transformerless
Inputs and Outputs

Can you beat that?
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APHEX SYSTEMS LUID.

Aphex Systems Ltd. - 13340 Saticoy Street s North Hollywood, CA 91605
(818) 765-2212 « TWX: 910-321-5762
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AUDIO EDITING TIPS #3

A New Wave
In Audio
Editing
Technology.

Now you can trim your cue points with
pinpoint accuracy, without a single calcula-
tion. In just seconds. Because the BOSS™
Automated Audio Editor features the in-
novative Waveform Monitor. Here's how it
works: your BOSS monitor displays the
waveform of the audio forty frames around
your rough cue. So you can actually see the
sound you're editing. Perfect synchroniza-
tion requires just a simple turn of a dial on
your BOSS keyboard. And you can save
your edit with a single keystroke. No time
codes to worry about. Or offsets to figure.
The BOSS automatically calculates and
records them for you — so it’s easy to make
changes days or even weeks later. The BOSS
will even automatically adjust all subsequent
edits — or leave them alone.

It’s that easy because the BOSS
Automated Audio Editor is really a
sophisticated, computerized workstation
that places absolute control over all your
audio and video equipment in one studio-
savvy keyboard — completing all your audio
editing func- .
tions automat-
ically. So
instead of
laboring over
numbers, you
can spend
your time creating sound.

For more audio editing tips with the
BOSS, just give us a call.

The BOSS. Advanced technology
for creative audio editing.

AlphaAudio. /),

Automation Systems
2049 West Broad Street, Richmond, VA 23220
(804) 358-3852; Telex: 469037 (ALPHAAUD CI)
FAX: (804) 358-9496
Represented outside the USA and Canada by GEXCO International. Inc..
FSC. 201-653-2383.
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.. .Kenny G has been at Glass Slipper
Productions in Playa Del Rey with co-
producer Preston Glass finishing up his
latest Arista release. The project was engi-
neered by Maureen Droney. ..Among
the recent projects at Cherokee Record-
ing Studios in LA. is the soundtrack for
the new film Wired, based on the life of
John Belushi. Neil Portnow is producing,
with engineer Rick Hartat the console. . .
Metallica is currently finishing their new
album for Elektra/Asylum Records at One
On One Recording in North Hollywood.
Flemming Rasmussen is engineering
and co-producing with Metallica. . . Other
news from North Hollywood includes re-
cent sessions with Virgin recording artists
When In Rome at NRG Recording Serv-
ices. Richard Burgess is producing with
Jay Baumgardner engineering the ses-
sions. . .Rotondi just finished their new
album for ROM Records at Pacifique
Studio in North Hollywood. It was pro-
duced by Paul Lacques and Richie Law-
rence, with Dennis Moody engineering
...Island Records’ artists Tony Joseph
and Larry Robinson were at Skip Saylor
Recording in LA. remixing the new
Brothers Johnson single for A&M. Rick
Kemp handled the engineering chores,
with Chris Puram assisting. . . Atthe Bos-
sa Nova Hotel in San Fernando, Michael
Sembello and Latin artists Wilkins and
Marisela recorded and mixed tunes for
the hit movie Salsa. Engineering were
Tom Vicari, Hilary Bercovici and Bud
Rizzo. . . The Jacksons, minus the glitzy
gloved one, zipped into The Enterprise’s
Studio A in Burbank to track and mix cuts
for their upcoming CBS release. Gene
Griffin produced, Dennis Mitchell
manned the desk and Joel Stoner assisted
. . .At Track Record Inc. in North Holly-
wood, Billy Idol was in to start working
on his latest LP for Chrysalis Records with
engineer Dave Concors. Producing is
Keith Forsey.. .Also in North Holly-
wood, Genetic Music reports that vocalist
Freda Payne recorded two songs with
producer/writer Jim Vukavich. Richard
Rosing engineered. . .LR.S. recording act
Shok Paris is in at Preferred Sound in
Woodland Hills to record their debut al-
bum with producer Kevin Beamish. The
engineering is being handled by Bruce
Barris, with assistance from Scott Camp-
bell. . .Recent activity at Westlake Stu-
dios in LA. includes Barry Manilow
tracking with producer Eddie Arkin, with
Michael DeLugg at the board...Lu-
cinda Williams has been recording an
album for the Rough Trade label at Mad
Dog Studio in Venice. Co-producing with

Williams are Gurf Morlix and Dusty
Wakeman. . .

STUDIO NEWS

Mr. O Audio Studios in Columbus, GA,
recently augmented its equipment arsenal
with a Tascam 16-track recorder. . .Real
Time Duplicators in Bay Shore, NY, an-
nounced a recent purchase of 50 new cas-
sette decks for their facility, which now
operates 24 hours a day. . . San Francisco’s
Mobius Music installed a Neve 8068 con-
sole in its recently remodeled studio. . .
Chicago’s River North Recorders hired
Marti Berghorst as manager of studio
operations. . . Alpha Audio in Richmond,
VA, completed installation of a Synclavier
Digital Audio System and Direct-To-Disk
multi-track recorder...The Recording
Studio, Inc. in Sunnyvale, CA, purchased
a24-track MCl machine. . . Also upgrading
to 24 tracks is Charleston, SC’s On Line
Audio. The new system includes a custom
Soundcraft TS 12 console and an Otari
MTR-90 recorder. . . Flood Zone Studios
of Richmond, VA, has upgraded its facility
to 24 tracks with the installation of a new
Studer A0 Mk V.. .Spot Recording of
Santa Ana, CA, has expanded its Studiomas-
ter Series I mixing console to a 40 x 16
configuration, and added a Macintosh SE
with music software. . . Seattle’s The Mu-
sic Source has expanded its facilities to
three rooms: Studio A is now automated
48-track, Studio B is automated 24-track
and Studio C is a 24-track MIDI and voice
recording room. All rooms feature new
video sync equipment by Adams-Smith. . .
LA.’s Record Plant has recently installed
a 60-input Neve console with GML auto-
mation in its main room. . . From London,
Ontario, comes news that SRS Recording
Studios installed a new Mitsubishi Westar
8000 automated console. . .The recently
remodeled Key Studios in Jacksonville,
FL, now boasts a Neotek Series 111 28 x 24
console and Tannoy LGM 12 monitors. . .
Hollywood’s Sunset Sound Recorders
installed a 64-channel Amek APC1000 auto-
mated mixing console in Studio Two’s con-
trol room. . . Breaking the long freeze on
multi-track availability in Alaska, Home
Studios in Fairbanks recently purchased a
Tascam MS-16 16-track recorder. . .On the
video post-production front, Modern Tel-
ecommunications, Inc. in NYC an-
nounced acquisition of the East Coast’s
first Quantel Harry E-Motion with in-
creased LP storage...Kajem/Victory
Studios opened a new Studio B MIDI suite
in their Gladwyne, PA, facility. ..




Professional DAT is here. And it's called the Sony PCM-
2500. Sony's considerable know-how in digital audio recording
brings you a superb sounding DAT recorder with the special
features that professionals need.

It has 32kHz, 44.1kHz, and 48.0kHz sampling rates plus
3 separate digital input/output interfaces (AES/EBU. SDIF-2
and S/P DIF). Features that make the PCM-2500 a natural for
direct interface to CD mastering systems and a variety of
digital studio equipment.

Consistently superior sound quality is ensured by newly
developed Sony digital LSIs including independent A/D and
D/A converters for both audio channels (left and right). And
the D/A section employs 4x oversampling digital filters.

Other special features include a built-in error indicator,
switchable emphasis and a wired remote control.

For an ear-opening demonstration of the new PCM-2500,
see your Sony Professional Audio representative or call Sony

at 800-635-SONY.
SONY.

Professional Audio

Sony Communications Products Campany, Professional Audio Division, 1600:Queen Anse Rd., Teoveck N1 07666.
® 1988 Sony C ation of America. Sony i istered trodemark of Sony Ci N, " Servi
y LOrporahon Of Amenca. 1y 1S Q registe iemark of 1y LOrporation., CIrc'e #031 on Reoda e cord




INSIDER - AUDIO

by Ken Pohlmann

OPTICAL
RECORDING

IT'S ALREADY HERE

lot of people think audio recording
deals primarily with tape recorders—
you know, things with reels of mag-
netic tape. While that has been true in
the past, and will continue to be true
for a while, it will soon be patently
untrue. Present digital (and analog)
formats, both 2- and multi-track, will
soon go by the wayside, unable to
support longer word lengths and high-
er sampling rates on one hand, or offer

random access and cost-effectiveness
on the other. You see, magnetic tape
storage will be seriously challenged
by magnetic disk storage, and both
will be made obsolete by optical disc
storage, probably in less than ten years.
Skeptical? Consider the following sam-
pling of news items:

“Less than four months after com-
mencing product deliveries, New Eng-
land Digital Corporation’s sales of its
optical disc storage and retrieval sys-
tem have surpassed the million dollar
mark. Within a very short time this
product area will become a multimil-
lion dollar segment of our business.
The system’s popularity to date cuts
across all of our markets—music re-
cording and composition, film/video
post-production and commercial pro-
duction—signalling to us that the op-
tical disc has become an integral part
of today’s digital recording environ-
ment. The optical disc allows users to
store up to 2 gigabytes of memory
on-line.”

-New England Digital press release,
February 4, 1988.

“In about 18 months, Tandy said,
compact disc players will hit the mar-
ket that will make indestructible and
near-perfect recordings that millions
of consumers can readily afford. The
idea of a $500 machine that makes
recordings like a sophisticated record-
ing studio is something few in the
industry would have thought possible
only a year ago.”

— Wall Street Journal, April 22, 1988.

“If they can get this (Tandy tech-
nology) into the market faster. . .we
can kiss digital audio tapes goodbye.”

-Frank Zappa, Wall Street Journal,
April 26, 1988.

Projected worldwide shipments of
optical disc drives, 1988: 297,700; in
1991: 1,048,100.

—Source: Freeman Associates, from
Computer Design, September 1, 1987.
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L.A.’s best
SSI. Mix Room.
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SUMMA MUSIC GROUP STUDIO A /64 MAINFRAME SSL G SERIES

L.A.’s newest SSL room is the world class mixing/
tracking studio that has attracted recent clients like
Bruce Hornsby & the Range, XTC, Randy Newman,
Starship, Brian Wilson, Sheena Easton and Jermaine
Jackson, and star producers like Neil Dorfsman, Paul
Fox and Dennis Lambert. .. In short, some of the most
discerning artists, producers, engineers and mixers in
the world!

Summa’s Studio A features a 64 Mainframe Solid State
Logic SL 4000 G Series Master Studio System...SSL’s
newest model console, EQ and Total-Recall computer
system and custom main monitors designed by famed
George Augspurger.

The finest Mogami and Monster cabling, Studer A-820
and A-800 analogue multi-tracks, classic ATR 102-2
tracks, Mitsubishi 32 track and 2 track digital and a ton
of outboard gear including Lexicon 480L, Focus-Rite,
Pultec and Massenburg EQ’s AMS, TC Electronics
2290’s w/32 seconds sampling. . . and full-time 24 hour
on-premises tech support are all part of Summa’s service.

We know that the environment is important too, that’s
why we created the ‘‘room-with-a-view’’, a specially
soundproofed one way window looking out on the
Sunset Strip and the L.A. basin.

Contact Kimberly for information on Studio A or our
Custom API/Studio B overdub room. . .

SUMMA MUSIC GROUP

8507 SUNSET BOULEVARD « PENTHOUSE + WEST HOLLYWOOD, CALIFORNIA 90069 « TELEPHONE: (213) 854-6300
TELEX: 882836 SUMMA ENT UD « FAX: (213) 854-1829
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Inside THE TAPELESS STUDIO™

Direct-to-Disk

DIGITAL MULTITRACK RECORDER

Iready proven in leading studios through-
A out the world, the Direct-to-Disk Multi-
track Recorder is now available in stand-
alone, remote operated 4, 8, and 16-track units.

Powerful new software provides fast, flexible
automated editing features unavailable with
conventional tape-based multitracks, such as
individual track offsets, auto fly-ins, and multi-
ple loops on every track.

The terminal screen gives a complete, easy-to-
read / visual display of all track information.

&=~ Using a mouse you identify splice points

HEs . X n

l with microsecond precision on the

| display, instructing the computer to digi-
tally crossfade from section to section.

Unhappy with that edit? Splice
points and crossfade times can be
adjusted with ten microsecond
accuracy. Or you can
define a completely dif-
ferent set of edit points.

Because you never
disturb your original
tracks, Direct-to-Disk
editing is completely
non-destructive. You
can construct dozens of
different edits from the
same material and A/B
each one. Bounce again
and again with no
loss of fidelity.

Even punch-in without erasing. The computer
records and logs each move, and can instantly
retrieve any pass for comparison.

With Direct-to-Disk, audio information is
recorded and stored on a network of reliable,
high-speed winchester hard disk drives, which
offer not only superior audio fidelity and data

integrity compared to tape, but superior per-
formance. And because winchester disks are a
random access medium, _
rewind, fast-forward, auto-
locate and SMPTE lock are
instantaneous.

With variable digital sampling rates of up to
100 kHz, 16-bit resolution, 0.04% distortion
and 96 dB signal-to-noise ratio, Direct-to-Disk
offers by far the best fidelity of any multitrack
on the market today.

The stand-alone Direct-to-Disk is based on
the same hard disk storage and proprietary
_ processing technology that has

made the Synclavier® the
DeileOuk (o industry standard for reli-
able performance in the
studio and on the road.
And like the Synclavier,
the Direct-to-Disk system
is modular and software
updateable.
As new fea-
tures become
available, you
upgrade simply by load-
ing in a floppy disk.

There is only one to-
tally integrated disk-
based digital audio record-
ing and editing system
for today’s music produc-
tion and audio post-production requirements
—the Direct-to-Disk Multitrack Recorder.

74
DNe“gllgl ] gland

White River Jet., Vermont 05001
(802)295-5800
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Svnclavier, Direct-to-Disk and The Tupeless Studio are trademarks of New England Digital. Product specifications are subject to change without notice. Copyright 1987 New England Digital.




INSIDER - AUDIO

“In the next five years the optical
market will be ten times its present
size: $17.889 billion as compared with
$1.689 billion in 1987.”

—Gene Selven and Michael Moon, The
Laserdisk Professional, May 1988.

“In a field as young as optical re-
cording we should not discount the
probability of a revolution leading to
entirely new possibilities.”

—Philips Technical Review, April 1988.

Not desiring to insult Mix readers, 1
won’t belabor the obvious. Let’s sim-
ply point out that optical recording isa
rapidly emerging technology and
would appear to be well suited to au-
dio recording. Moreover, its consider-
able applications in the computer in-
dustry, where the really big bucks re-
side, should speed its development.

Of course, as a new technology, opti-
cal recording faces uncertainty, includ-
ing several cases that are chronic to
any new technology. For example,
standards are notoriously scarce in the
optical storage area. Data formats, den-
sities, transfer rates, medium materials,
and even disc sizes have yet to be
agreed upon. While consolidation will
occur in that area, there’s still a lot of
work to do. The result: a slowed time-
table for proliferation.

Still, optical recording is here now
and isin wide use in a variety of appli-
cations. Readers of computer maga-
zines, CD newsletters and other tech-
nology publications (including Mix,
of course) know that scarcelya month
goes by without another new product
announcement. But NED’s system and
the CD notwithstanding, the optical
disc is still an unknown quantity in the
audio field—an industry viewed as
technologically conservative by some.
Still, precisely because of NED and the
CD'’s success, we should see the opti-
cal disc begin to make dramatic ad-
vances in studios everywhere.

Those advances will come as hard-
ware products, of course, and prob-
ably can be divided into three general
areas: write-once, erasable magneto-
optical and erasable dye-polymer sys-
tems. Each system is already in use;
however, owing to complexity, the pre-
sent cost and state of development,
the three will probably be introduced
into the audio recorder market in suc-
cessive stages.

A write-once optical disc is exactly
that. Data is written permanently and

cannot be erased, in much the same
way that a photograph is a permanent
record. The basic mechanism is sim-
ple: A laser may burn a hole in a re-
cording layer or change its reflectivity.
Such systems are often referred to as
WORMs, for Write Once, Read Many.
NED uses such a system. Write-once
technology is well developed, may
employ a variety of methods and is
appearing in many places at low cost.

One example, largely overlooked
by the press, is the Philips/Sony Com-
pact Disc—Write Once (CD-WO) stand-

The considerable
applications of optical
recording in the
computer industry,
where the really big
bucks are, should

speed its development.

ard released last February. The CD-
WO format encompasses both CD-DA
and CD-ROM applications, and a disc
may contain both user-recorded and
prerecorded material. To ensure com-
patibility among users, the format uses
a pregrooved disc. As with other write-
once systems, a variety of materials
may be used. The recording layer may
have a decrease or increase in reflec-
tivity when recorded to. In CD-WO, to
simplify the servo system design, the
high to low materials are used in a
narrow pregroove system, and low to
high are used in an alternative wide
pregroove disc. The discalso contains
CLV clocking information (as a radial
groove wobble) and time code (as a
modulation of the groove wobble)
over the entire disc surface. In terms of
disc dimensions, scanning velocity,
disc capacity, encoding, error correc-
tion, subcode and data structure, CD-
WO is identical to good old CDs.
ACD-WO is laid out with three areas:
first, there is a prerecorded lead-in area
holding the TOC (table of contents).
Next, a pregrooved program area holds
user-recorded (after recording) infor-
mation; this area consists of an op-

tional prerecorded area user table of
contents (UTOC) and recordable user
area. Finally, there is a prerecorded
lead-out area. Any prerecorded data
including the optional prerecorded
area would be stored as CD pits; all
user data is stored as a reflectivity
change.

The prerecorded TOC in the lead-
in area contains the following: the start
position of the optional prerecorded
CD tracks; the position of the UTOC
area; the start position of the recorda-
ble user area; the position of the lead-
out area; and information on the phys-
ical parameters of the recording layer,
such as required laser recording power
and the polarity of the recorded infor-
mation (reflectivity increase or de-
crease). The start position of the user-
recordable area is also stored in the
UTOC.

A few more facts on CD-WO: Both
CD-DA and CD-ROM data can be re-
corded in one track. Tracks in the user-
recording area can be created at will
through pointers in the UTOC. A sin-
gle-track numbering system is used
for all prerecorded and user-recorded
tracks. A disc can contain a maximum
0f 99 tracks of any duration. A disc may
be recorded entirely at once, or dis-
continuously over a period of time,
with new tracks starting at the end of
previously recorded ones.

Dye-polymer erasable technology is
similar to write-once technology; how-
ever, the changes effected in the re-
cording layer are reversible. For exam-
ple, alowto high change in reflectivity
could be reversed to change data con-
tent. In other systems, the recording
layer is physically changed when re-
cordedand changed again when erased.

Tandy’s THOR-CD (THOR standing
for Tandy High-intensity Optical Re-
cording) uses the latter approach. Al-
though Tandy hasn't disclosed the de-
tails of its read/write technology, the
operation of the system can be sur-
mised. A dye-polymer disc is made by
sandwiching two layers of plastic mate-
rials coated with a dye that absorbs
laser light. The media are written by
laser heating, which causes the first
surface to buckle inward, forming a
small depression on the surface. This
formation can be read by the read laser.
Erasing and re-recording is easily ac-
complished: when the second surface
is heated, the depression flattens out
agair. leaving the surface in its original

"CONTINUED ON PAGE 166
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JUXTAPOSITIONS

by Mel Lambert

HE
Propbuction
ENVIRONMENT

JUST HOW IMPORTANT IS IT?

hile commissioning and editing the
articles that comprise the Southern Cal-
ifornia recording supplement in this
issue, I was reminded again and again
of the unique character of Los Angeles
facilities, their owners, technicians and
operational staff. All of which is hardly
surprising, given the ways in which
the history, geography and inhabitants
of LA. and its sister communities have
impacted the music recording, motion
picture and broadcast industries. But
beyond the business aspects of what
makes LA. tick, and the primary pulse
of its forward directions, I was remind-
ed time and again that ideas and moti-
vations are highly colored by one’s
immediate surroundings.

Many of us can lay claim to possess-
ing a reasonable understanding of just
about every “species” of audio record
ing and production task (aside from
the more specialist occupations, such
as live sound mixing, where the neces-
sary skills are—by force of circum-
stances—developed on the job, and
take into account the myriad changes
in acoustics, stage dimensions, per-
formance levels, etc.). And, over the
years, we develop the necessary tech-
nical skills and diplomacy. (Remem-
ber, the pro audio community is no-
thing if not a “people-oriented” serv-
ice industry.)

To do the job properly means we
must have an understanding of audio
techniques and technology. We can
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Bryston Model
2B-LP PRO XLR

BRYSTON POWER AMPLIFIERS CONTINUE TO DEFINE
THE STATE-OF-THE-ART IN MUSICAL ACCURACY, LONG TERM
RELIABILITY AND PRODUCT INTEGRITY.

RYSTON desigr
philosophy incorpor-
ates three general
concepts.

1. Musical accuracy

2. Long term reliability

3. Product integrity

MUSICAL ACCURACY

Musical accuracy is reflected
throughout all Bryston power
amplifiers and includes the neces-
sity for wide-band fransient aceu-
racy, open loop linearity ahead of
closed loop specifications, and
power supply design as an inte-
gral part of the overall sonic and
electrical performance of a
power amplifier.

We have found that a simple
carbon film resistor can contribute
more static distortion to a signal
than the entire remainder of the
amplifiers circuitry combined.

We discovered that some param-
eters of transistors must be con-
trolled as much as 1000 times
more closely before their contribu-
tion to audible distortion is ren-
dered negligible.

We discovered that under cer-
tain actual conditions of speaker
loading, amplifiers were inca-
pable of yielding high-power tran-
sients without distortion.

In Canada:
—ii MARKETING LTD

57 Westmore Dr., Rexdale, Ontario.
Canada M9V 3Yé6
(416) 746-0300

e

Each of the various steps or
stages in every Bryston amplifier,
from the input secftion to the out-
put section, without exception, are
designed to optimize the musical
experience.

STANDARDS OF RELIABILITY

E consider this criteri-

on to be exceedingly

important. We have

applied techniques
and materials in our everyday
construction of electronic equip-
ment more typically utilized in the
military and aerospace industries.

All components used in Bryston
power amplifiers are specified for
continuous duty at maximum
power, with typical safety margins
of 250%.

The power transistors used in all
Bryston amplifiers are 100% tested
for safe operating areq, both
before and after installation in the
circuit. They are then taken to a
"burn-in" table when they are
given a capacitor load, a square-
wave input signcl, and set at
slightly under clipping for a period
of 100 hours. During this time, the
input signal is cycled three hours
on to one hour off, to exert addi-
tional thermal stress.

Following the burn-in period,
the amplifiers are monitored for
DC bias stability for approximately
another full day. At this point, they
are returned to the test bench for
another complete checkout of all
operating parameters and func-
fions, at which time a test sheet is
made, and included in the pack-
ing with the unit.

As may be seen, Bryston takes
very seriously the correct function-
ing and long term reliability of its
products.

INTEGRITY

RYSTON contends that

the term 'best' should

apply to the honesty

pride and courage with
which we conduct our business, as
well as to the performance of our
products.

For this reason, you will not
find Bryston's products being cos-
metically "'updated® on a reguiar
basis merely in order to keep the
customer's interest in something
'new’. If we make a change in the
circuitry, it will be because, and
only because, it yieids a worth-
while performance or reliability
improvement.

In the United States:
Lo 1 VERMONT
RFD #4, Berlin,

Monpelier. Vermont 056C2
(802) 223-6159
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Studio Consultants specializes in a select group of exceptionally fine
professional audio products, including:

e AMS AudioFile —hard disk-based digital recording and editing system

e API—all-discrete equalizers and microphone preamplifiers, distribution
amps, and other audio modules

¢ Bryston—professional power amplifiers, preamplifiers, and crossovers

e T.C. Electronic—digital delay/sampler, automated equalizers, and effects

o Westlake —monitor speakers

Also: Aphex, Audio Digital, Audio Kinetics, Fostex Professional,
Rane, Valley International, White Instruments

Spec sheets, prices, and in-studio demos are available on request. And
for short-term needs, Studio Consultants rents API and Bryston.

studio consultants,inc.
321 West 44th Street New York, NY 10036 (212) 586-7376

Equipment, support, and design services for professional audio
facilities and broadcasters.
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IN YOUR SEARCH FOR HIGH QUALITY RECORDS AND CASSETTES WE
ENCOURAGE YOU TO LOOK MORE CLOSELY AT QCA
YOU'LL LIKE WHAT YOU HEAR.

QCd

Manufacturer of high quality records and cassettes
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secure the necessary knowledge of re-
cording and production tasks in vari-
ous ways. One would be to undertake
formal training at one of the excellent
college degree programs around the
country. While these courses represent
a good starting point, quite often—
mainly because of the size of classes
and the generally restricted facilities
available—they cannot provide suffi-
cient hands-on opportunities to con-
vince us that we really know how to
set up a complex orchestral balance,
or how to mix to picture viathe Dolby
Stereo surround-sound matrix.

Another way is to read up on the
latest developments in the subject,
either in some of the good textbooks
or by subscribing to the various month-
ly trade magazines. Again this repre-
sents a reasonable approach, one that
often will supply answers to questions
you come across day to day in the
studio, such as how to set up a stereo
compressor on the console’s 2-track
mix output, or how to gate the return
from a digital reverb to achieve that
happening snare-drum sound.

The way that the majority of us de-
velop our operational chops is by get-
ting down to it; the control room and
studio are our classroom. But what if
you work in a Chicago video post
house, rather than, let’s say, a music
recording complex in Nashville, or a
scoring stage in Miami? Would you
enjoy the same degree of exposure to
the wide variety of production and re-
cording tasks that you would in a stu-
dio that attracted a more diverse client
base? I think not.

One possible answer is to relocate
to a city like LA., New York, London,
Tokyo or one of the other major record-
ing and production centers situated
around the world. Although multi-
room facilities that can accommodate
a diverse assortment of sessions do
exist in other, smaller cities, they are
reasonably few and far between and—
sad to relate—often represent the ex-
ception rather than the rule.

Aside from the obvious ways in
which to develop production skills, an
easier method of expanding your hori-
zons (or your studio’s) might be to
enlighten regular and/or prospective
customers about the kinds of addition-
al audio manipulation tasks that can
be provided. We all like to feel we
enjoy a good reputation for a particular
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it’s easy to display more than a little extra
intestinal fortitude.

The SC31 is a powerful signal processing
tool designed for professional use. It fea-
tures 31- % octave centered bands of equali-
zation with selectable 6 dB or 12 dB of boost
and cut. But that’s just for starters.

Take a look at the chart: It shows how
the SC31 stacks up against the competi-
tion in the specs most important to audio
engineers and sound contractors.

Maximum output. Dynamic Range.

incomparable sound quality, for consider-
ably less than any other professional
graphic equalizer. And that’s what galls the
competition most of all.

For a hands-on demonstration of the
SC31, visit your professional audio dealer or
sound contractor. Or write

for additional information:
Audio Logic, 5639 So. ﬂ II—
Riley Lane, Salt Lake

AUDIO LOGIC

City, Utah 84107. Sl
Or Call (801) 268_8400. © 1987 DOD Electronics Corporation
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production skill, primarily because
that usually gets us the gig in the first
place.

But it might just be the case that the
session producer you work with three
times a year is now becoming involved
in film scores and is looking for a facil-
ity and engineer to handle the task for
him or her. And what about the jingle
producer from the local ad agency
that’s looking to move into corporate
multimedia productions, who needs

” to find a local studio that knows about
w7 ) b surround-sound arrays and pulsed pro
v 4 / : B ‘ jector systems?
As long as vou refrain from giving
* the impression that you are a “‘jack of
OW to ep an 8_m Sp all trades, master of none” (by talking
up vour capabilities in too many areas
° ° at once), ’'m convinced there is extra
I l I gethng OSt I I I t e CrOW business to be gained from letting cur-
* rent and prospective clients know that
_ == vou have skills beyond vour current
\ specialization.
Use the new Zildjian ZMC-1 system. On a related tack, I am convinced
Cymbal miking that puts a specifically that modern trends in acoustic designs
designed microphone under each cym- for production facilities are making it

bal in yourset-up. So you can isolate easier for us to handle a more diverse
an ifveach al individually. collection of sessions. Not so long ago,

it was accepted that we should try to
ensure a commonality of design, so
tapes recorded in one studio would
sound exactly the same when the time

aur y : H%Stemfeatures lee Cym,bal came to overdub in another studio
microphones, one Hihat mic and a unique mixer halfway across the world. And, yes in
unit. It %iVES ou volume and pan control for each deed, so long as the same acoustician

channel, and volume and A was involved in the design and con

EQ controls for the left and struction of both facilities, then there
right master outs. There are was a better than average chance that
also outs for each channel, the acoustic environment would be

sufficiently similar to minimize, if not
eliminate, any sonic differences be-
tween tapes recorded at other facili
ties. (Personally, I disliked the sound
characteristic produced by virtually all
of these rooms, not to mention the ear

so you can even add effects,

i like reverb and delay, to indi-

| o vidual cymbals. Extra
ZMC-1 mics are avail-
able for larger set-ups.

And by the way: Ky fatigue 1 experienced from mixing on

when you go see KennK]AronOff (John bright, strident monitoring systems in

| Cougar Mellencamp), Neil Peart (Rush) rooms that used an inordinate amount
and Gregg Bissonette (David Lee Roth). .. of buss trapping.)

what yOu’re listening to is the ZMC-1. Although I readily acknowledge that

For more information write: Avedis Zildjian Company, this particular designer’s marketing

Longwater Drive, Norwell, MA 02061 tactics proved extremely successful for
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him (he went on to build several hun
dred versions of his acoustic environ-
ment, in just about every major city in
the world), 1 still have one major, fun-
damental problem with the concept.
While 1 applaud most vigorously the
idea of a designer striving to achieve
such a homogeneity of acoustic envi
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ronments, I repel most vigorously any
attempt to force us to work in restric
tive spaces. And that is exactly what I
find objectionable about these rooms:
they were fine for loud rock and roll,
when the room would load up nicely
and the MF edge produced by the
monitors gave the track just the right
amount of drive and energy. But these
control rooms and studios—with their
highly absorbent, dead acoustics—
were pretty much impossible to use
for anything else.

Sure, you could disconnect the wall
boxes and use near-field monitors for
that mix-to-picture date, or equalize
the heck out of the room system to
make it work at other, less raucous
SPLs. However, there was no escaping
the fact that in contrast to the diversi:
fied types of sessions our facilities
were being asked to handle, these
rooms were one-dimensional in what
they offered.

And Ithink any engineer who spent
his or her formative years working in
one of these types of rooms (the acous-
tician I'm thinking of spurred his con-
temporaries into at least mimicking

| am convinced that
modern trends in
acoustic designs for
production facilities are
making it easier for us to
handle a more diverse

collection of sessions.

the types of acoustic abuses he perpe
trated) might be suffering from the
mistaken belief that specific environ
ments are, by definition, only suitable
for certain production tasks. I do not
believe that any acoustic environment
should intrude sufficiently to prevent
us from becoming involved in addi
tional flavors of audio production.
All this leads me to the conclusion
that any regional differences we do

NEW INTELLIGENCE....

= Abib

e LI

experience between studios—and
which comprise a complex admixture
of the owner’s response to the local
market needs, and the staff's under

standing of the regular client base’s
raison d’etre—can be attributed to a
healthy response to local needs and a
determination to provide the best ap

proach to various production tasks. If
we all mixed audio in exactly the same
way, in identical acoustic spaces, the
world would be a dreary place. Let’s
tryto do everything we canto preserve
a semblance of uniqueness in the stu

dio business. Viva la difference! B

Mel Lambert bas been intimately in-
volved with professional audio on both
sides of the Atlantic for the past decade
and served most recently as editor of
Recording Engineer/Producer. He is
currently the president of Media&GMar
keting, a consultancy service for the
pro audio industry, and is willing to
listen to anyone who can invent a bet
ter sounding, one-word alternative to
the generic expression “digital audio
workstation.”
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pre-programmed.

for a full colour brochure, contact Poul
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INC., 1340-G Dynamics Street. Anaheim,
(A 92806. Telephone: (714) 524 2297
facsimile: (714) 524 5096
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Huey with engi-
neer Bob Miss-
bach at Studio

D in Sausalito.

AND THE NEWS

AN INTERVIEW WITH
HUEY LEWIS AND BOB MISSBACH

E very time I've seen Huey Lewis
over the past 15 years—whether
he wus fronting the great unsung band
Clover, or his current band Huey Lewis
& the News, or playing at the Bay Area
Music Awards, or schmoozing at rec
ord industry parties—he’s always
looked completely relaxed. In par,
that's because he’s invariably seemed
comfortable with nearly every aspect
of his career. And why not? He’s man-
aged to become hugely successful on
his own terms—radio shifted to ac-
commodate him, rather than vice
versa; he gets along swimmingly with
his bandmates; and though he is fam-

ous beyond his wildest expectations,
he manages to live a fairly sane, unfet-
tered existence in his beloved Marin
County, California. An undeniable part
of Huey's charm is that you believe if
all his fame and fortune evaporated
tomorrow, he’d still be happy if he
could land a gig singing in a local club.
I've never heard a bad word spoken
about him, never heard an ugly rumor
about a rampaging ego. He’s the sort
of person everyone calls by first name
—it’s hard to imagine him as “Mr.
Lewis.” He's just “Huey.” This is one
guy who really isas nice as he seems. A
nice guy who finished first.



editor David Schwartz and I set out to

out at the back door.

control button for a while and churn

On the sunny spring day when Mix

interview Huey and engineer Bob
Missbach (who's been at the board for
the last couple of News albums), there
are just a few overdubs remaining to
be done for Huey Lewis & the News'
new album, Small World, at Studio D
in Sausalito. Studio D seems like the
perfect environment for this kind of
band—the atmosphere is laid back,
and the main recording room is well

suited to the band’s “live” sound, par-
ticularly the drums. The studio is close
enough tothe players’ homes that trav-
eling back and forth is a breeze, and
it'’s off the beaten track enough that
groupies and—even worse—record
biz types aren't likely to be hanging

After two consecutive multi-plati-
num albums (Sports and Fore), one
might expect Huey & Co. to rest on
their laurels, maybe push the cruise

out Son of Sports. But the music com-  tures outside the U.S. The quintessen- N

ing from the big playback speakers in  tial Americar: rock and roll band has

Studio D’s control room tells a differ-  seenthe world inthe last fewyearsand  have changed particularly; more like
ent story. The band’s rhythmic assault  liked what it saw (and heard) enough  some new exotic spices have been
is more complex this time out, the  to bring that world into its music. Not  added. Huey certainly seems pleased
sound unmistakably influenced by cul-  that the busic ingredients of the stew by what's gone down at Studio D the

0

The Jensen Twin Servo' 990 Mic Preamp

Clearly the
World’s Finest
Microphone
Preamplifier

* Winner of Every
Listening Test
* 18 to 60dB Gain

* 0.4Hz to 140kHz
* Phantom Power

Deane Jensen's best mic preamp is now .

available in half or full rack versions, with 2, 4 lensen tra nSformers
or 6 channels. The new standard for audio INCORPORATED

perfectlon. Hear it at AUCIIO Rents (LA)’ The 10735 Burbank Boulevard « North Hollywood, California 91601
Rental Company (NY) or at your competitor's FAX (818) 763-4574 « TELEX 6502919207 MCI UW

studio. Write or call for a technical data sheet. LG O (EARYEXET Lol
Closed Fridays, visitors by appointment only

Manufactured for jensen by Boulder Amplifiers. “Twin Servo” is a registered trademark of Jensen Transformers. Inc
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last few weeks, and by the time you
read this, Chrysalis Records’ execu-
tives will doubtless be pleased as well.
This one has “hit” written all over it.
No wonder Huey is so loose this
afternoon.

During a break in the action, Huey
and Bob Missbach chat with us about
how Huey Lewis & the News work in
the studio, and about Huey's expecta-
tions and aspirations. It's a casual,
friendly conversation. The only thing
missing from this scene in Studio D’s
control room is a pitcher of margaritas.

Can you contrast the making of this
album and the last one?

Huey: This one was a lot easier all

the way around. And a lot more fun,
t00. The last album, I felt like we had a
lot to prove and there was a lot more
pressure. And of course the ideas for
songs only come when they come;
you can't really conjure them up. You
have to let them fall out of the sky
initially.
How do you do the songs? Do you
stockpile them along the way, or go in
and try to get eight songs at one time
when album time comes?

Huey: All those things. You stock-
pile them—bits and pieces usually—
and then if you haven't stockpiled
enough, you say, “OK, we gotta write a
song. Let’s meet at 10 o’clock.” I think
usually the best ones come to you, but
not always. Sometimes you make an
appointment to write a song and it
works.

What's an example of one that dropped
in your lap?

Huey: “Workin’ fora Livin’,” one of

the first tunes we ever wrote, literally
took about 15 minutes to write.
When you write a song or collaborate
with someone, do you bave a regular
approach to bow you work on it? Do
You sit doun at the piano and knock it
out, for instance?

Huey: We have a couple of different
approaches. One of them is that Chris
[Hayes, News lead guitarist] and/or
Johnny [Colla, the band’s sax man]
typically write music, or a progression,
and I listen to it and write a melody
and some words. That’s one way. An-
other is I have an idea for a feel, or a
melody, or a lyric fragment. I commu-
nicate that to the band, and they write
the song from there.

For this record, we started getting
some good ideas as soon as we fin-
ished making Fore.

Bob, were you aware that the band

was struggling when they were making
Fore?

Bob: I was aware of it, but it didn’t
dictate what I had to do. I had to scram-
ble a bit more as plans would change
from day to day, but it didn't really
affect the approach to recording it.

Huey: I worried constantly on that
record. I'd leave the sessions here
around 11 or 12 at night and go to bed
and literally worry until three or four
in the morning. It wasn't easy going.
What were you worried about?

Huey: Nothing came easily. I didn’t
have the ideas that I knew were just
great. All the things were written the
other way: “Yeah, I think this’ll work,”
and then they’d get better and better
as we worked on them. But there was
nothing that I thought was great from
the get-go. There are things on Fore |
like quite a bit now, but when we were
actually making it—whew! With this
new record there are three or four
things I've never really worried about,
that I know are good tunes.

How do you put down basics? Do you
play the song as a band first?

Huey: Yeah, we play as a band and
then do it all over again later. [ Laughs]
Really, though, we do operate on a
theory that it's sometimes better and
faster to do and then redo than it is to
do it right the first time. I think Bob
will probably corroborate this, but
there’s very little on this record that we
haven't redone. Almost nothing hasn't
been redone. Maybe a rhythm guitar
part here or there.

But you do it with the whole band
rather than starting with the rbythm
section, for example?

Bob: We start every basic the same:
the whole band plugs in and approach-
es the song like they’re going to play
the whole thing. The prime objective,
though, might just be to get a good
drum track. There have been a couple
oftimes where we've recut a song two,
three times, until we get the right feel,
the right tempo.

How familiar are you guys with a tune
before you record it?

Huey: Pretty familiar. We've usually
worked it up for three or four days
before we try to record it. We're kind
of spoiled these days. We used to actu-
ally pre-produce the record and have
the tune really down. Nowadays, it’s so
much easier to write when you’re in a
multi-track studio and it all sounds
good. Now we kind of arrange the
song first and get amelodic ideaand a
lyrical idea and we cut the thing, more




or less like a demo, and then we flesh
it out and put everything on it and try
different things until we see how it’s
going to work as an idea. Then, when
we're satisfied it's going to work as an
idea, we put it away and work on some-
thing else. When we’ve got nine or ten
tunes—the forest is more or less in-
tact—we go back and redo everything.
We go back to the drum track and take
alook at it, if not recut the whole tune.
So we sort of demo them first, then
turn them into masters. In some cases
the drum track holds up, and some-
times we recut "em. It's about 50-50.
Bob: [ don’t know, I think it’s prob-
ably more like a third get redone.
That’s pretty good, because your rec-
ords don't sound labored over.
Huey: Well, that's the trick. Every
step of the way, that's the trick. Al-
though the whole band plays at once
on most of our stuff, we really do redo
everything but when we do, we leave
all the other tracks up, because you
can’tjust play bass to adrum track; you
can't get the feel. There’s all kinds of
placesto hit the beat—in front of it, in
back of it, and so on—and the tune
wants it to be in a certain place. So we
try to monitor the whole thing all the

time as we replace one of the parts.
That way we keepthe feel intact. We're
trying to get it to sound like we've just
jumped in there and played it very
well live. And we haven't, of course—
that’s the ruse.

It’s to Bob’s credit, largely, that we
pull it off. He’s very musical so the
punches are always right there. And
when we do vocals, for the most part,
we sing it down three times and then
laboriously comp it and he matches
the tones very well. So we're always
choosing between performance and
performance, and very little punching
until the very end.

Bob: The approach with the vocals
is that, instead of singing one line ata
time all the way through the song—a
hard way to get any momentum going—
it makes a lot more sense to sing all the
way through the song three or four
times, then go back and put it together
and see what we've got. If you’re work-
ing on the same verse for an hour, it’s
hard to get a lot of feeling.

Huey: I think it'sa subliminal thing.
You can get a vocal that way that’s tre
mendously in tune but it has no fire.
Houw much do you depend on particu-
lar tools or resources in the studio to

support the sound?

Huey: The newest thing we've got
is this Dolby SR. Bob was pushing for it
for a long time before I agreed to it.
I'm Mr. Low Tech, as you know.
[Laughs] I mean we’ve had big records
that are pretty shoddy-sounding com
pared to what’s out there. On “Power
of Love” there are dropped drumsticks
and all sorts of mess-ups. Yet that was a
Number One record.

Anyway, Bob convinced me we
should try the Dolby SR, we brought it
inand it blew my mind! It really sounds
better. There really is a difference.

Bob: The tracks really come back
off the tape. For me—and I haven't
done a lot of multi-track digital—it
rivals it, if not betters it.

Huey: To me, digital has a sound,
and I don’t notice a sound with the SR.
It just sounds clear.

Bob: In fact, you said after the first
couple of songs that it sounded better
comin’ offthe tape than it did going in!
[Laughs]

But in terms of other tools, we have
a computer for miscellaneous se
quencing and stuff like that, but it’s
not running a whole lot of programs.
We're not taking advantage of some
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of the technology that other albums
are using.

Certainly you're not using a lot of
drum machines.

Bob: Well. . .that's our secret.
[Laughs]

Huey: We play to a click track, and
actually we've cut tracks before that
are all machine tracks. We’ve had one
on every record. In fact, “I Want a New
Drug” is all drum machine. Soare “Bad
is Bad” and “Hip to Be Square,” and so
is one of the tunes on this album.

Is Billy [Gibson, drummer] involved
with those tracks?

Huey: Absolutely. He programs

them. Then what we do is a lot of the
fills—toms and cymbals and so on—
humanly. Other times we’ll actually
play to the drum machine and use the
kick drum from the machine and may-
be the hi-hat, and Bill will play live
snare, toms and cymbals. “Stuck With
You” was cut that way. One of the tunes
on this record, too. The majority of the
tunes we've done, though—maybe
80%—are Billy hearing a click track,
then playing his kit and us playing
with Billy. The real key is to just listen
to the song, because the songtells you
how it wants to be cut. That sounds a
bit cosmic, but it really is true. Certain
tunes want to be right there in the
pocket. Other tunes want to breathe a
little more.
Do you try to keep in mind how a tune
will sound performed live? For exam-
Dle, do you limit the number of over-
dubs for that reason?

Huey: Nope. We worry about that
later, I'm afraid. The thing is, today,
with recording technology being what
itis, playing live and recording are two
completely different animals, and
when you try to equate the two you
run into trouble—it becomes a lowest
common denominator situation. The
thing to do is make the best possible
record you can and then make the best
possible live show you can. If you're
making a record todayto be played on
the radio, if it’s going to be successful,
it’s going to be played all too often on
every station, every hour on the hour.
Therefore, the emphasis is on execu-
tion, whereas when you're playing a
live show, they’re only going to see the
song once and what it really needs is
fire, not perfection. It needs to be spec-
tacular, not necessarily consistent,
whereas the opposite is true of the
record. So we've just abandoned trying
to equate those two.

Since radio is the bull's-eye, do you
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spend a lot of time with rougbs, listen-
ing to them on car systems and then
coming back in and working on them?

Bob: I check all my sounds at the
beginning to make sure I'm in tune
between the control room and the rest
ofthe world. Then every day I check at
home and check in my car and make
sure everything’s OK. Then for almost

“The song tells
you how it
wants to be
cut. That
sounds a bit
cosmic, but it
really is true.”

the entire duration of the overdubs, I
don't listen outside of the room. After
14 hours a day of this stuff, you don'’t
want to go home and hear it more!
However, we make rough mixes of
tunes every day and anyone who wants
a cassette copy gets it, so they can
listen to parts—that’s mainly what it’s
for. And the quality of the rough mixes
changes daily as the parts change.

Huey: I'm the same as Bob on this.
In the beginning of the project I will
listen sonically to make sure the way
I'm hearing it in the studio is the same
way I'm hearing it in my car and at
home. Once I've ascertained that it’s
great, then 1 don’t listen sonically any-
more. I do take rough mixes to listen
to parts, but sonically we figure we're
in the ballpark and then we don’t wor-
ry about it until mix time.

Bob: The guys in the band are al-
ways coming in with the rough mixes
in the morning with comments about
the parts or the tempo or whatever. It’s
an ongoing thing and everyone is in-
volved with it.

In the mixing process, is it generally the
two of you at the console, or one or the
other, or do you spell each other?

Bob: What works the best is I just

get the green light to go. Because I do
all the overdubs with them, when it
comes time to mix, I've got a concept
of how it all should sound. They don’t
have to explain everything to me, be-
cause over the months that we’ve been
working on the thing I know what
they’re going for.

Huey: We've rough-mixed the tune
maybe 30 times.

Bob: Exactly. So they let me go and
I get it going and then he comes in and
the others come in and they start giv-
ing me lists and I go down the listsand
fix blends and balances and pans and
echoes. Then they listen again and
hopefully give me a shorter list until
we whittle it down and everyone’s sat-
isfied. They stay out of the room—
keep their ears fresh—then come back
to listen and make suggestions on how
to change it from there.

Huey: And the truth is, we’re usually
next door finishing the record. We
have been, in every case so far.
[Laughs)

How does a band co-produce arecord?

Huey: We all get along well and
we've more or less developed a formu-
la of working that makes it easier than
ever before. There are pitfalls, but in
general it works well.

Our first album was produced by
Bill Schnee and we went for a different
approach. It was real fun, too. We had a
real live sound and the whole thing
was sort of an art statement. It wasn’t
big-time radio sounding. It was what it
was and [ have no regrets about it,
though it didn’t sell well.

Was that done at Schnee’s studio?

Huey: No, that wasn’t built yet. It
was done at American Recorders,
which has since been torn down. That
was Richie Podoler and Bill Cooper’s
joint, where “Let There Be Drums”
was first cut. It was wild. It had been an
8-track and then they added four more
and then four more in the wall back
there, and rotary pots and those old
Altec cabs.

Then, with our second album, we
tried a lot of producers, although I'was
adamant about doing it ourselves, be-
cause I knew we had to make a move
toward the “commercial,” and that if
anybody was going to do that it should
be us. That way, if we went too far we’d
only have ourselves to blame. So I
insisted on that after doing test ses-
sions with all these people. Finally, the
record company let us do it track by
track. In the early days, it was really me
inflicting my style on everything. It
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was real important to create this style
that was going to be Huey Lewis & the
News. So what I liked and didn't like, I
was really adamant about. Nowadays
that style has pretty much been created
and we can tap into the formula.

The main thing for me now is moti-
vation. The downside of producing
ourselves is that we have the same six
guys—seven, with Bob—in the same
room—this is the third album we've
cut here—and there’s no new element.
So it’s harder to get motivated some-
times. We’ll show up in the studioand
it's like—well, there’s no real deadline
and we can go ahead and order Italian
food and blow it off and watch the ball
game on TV. [Laughs] The problem
then becomes playing with spark. Be-
cause we're not hungry for itanymore,
you know what I mean? Let’s face it—
the only time we're hungry is when
we're on a diet. [Laughs]

But getting back to the original ques-
tion, we all understand the band and
know what works best in most situa-
tions better than any outside producer
could. We know the tones we want to
use. We know our formulas and are
comfortable with them.

Is there any particular concept bebind

the new record, any slant you were
going for that was different than the
previous ones?

Huey: Sportswas basically a record
we wrote on the road on what we
called our “Workin’ for a Livin’ Tour”
after Picture This Our record company
went through a bunch of changes and
we didn’t know what label we were go-
ing to be with, and we had a band to
feed, so we just hit the road. We had a
modest following. We played the clubs
in America for eight months. We toured
city to city really hard and what came
out of that was the Sportsalbum. “The
Heart of Rock and Roll” was the key-
note there. We discovered towns like
Cleveland, Detroit and these other
places that are just fabulous rock and
roll towns. Tulsa, Oklahoma, is a fabu-
lous rock and roll town. It was a very
American record because it came out
of that experience.

With the success of Sportsand Fore,
which strangely enough has done
much better in the rest of the world
than Sports, we’ve spent a lot of time
abroad and this album is what's come
out of our international travels. I think
it’s international sounding, and less
straight ahead. It’s a bigger chunk, real-
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ly. It's more musical, it's more diverse.
There are more different rhythms and
not just two and four all the time. I like
italot.
Can you talk a little about some of the
individual tunes?

Huey:The title track, “Small World,”
is our impressions of how the world
has become so small. It’s got the lines,
“Some people take and then they nev-
er give/You've got to learn to give and
take if you want to learn to live/in a
small world.” And that’s essentially
what’s going on there. There’s another
one called “Old Antone’s” that’s a
Cajun tune inspired by a place in Lafay-
ette, Louisiana, where we saw this great
Cajun band. We made it into a fictitious
place called Old Antone’s and then
wrote a song about Friday nights there.
We got Bruce Hornsby to play accor-
dion on it, and hopefully Sean will
play it live. There’s atune called “Walk-
in’ with the Kid,” which is a real tough,
attitude groove about taking a walk
with my kid. It’s sort of disguised as a
gang—me and the kid are tough and
nobody’s gonna mess with us.
[Laughs] “We'll cruise the playground
and the park/And fool around till it
gets dark/When we get home they’ll
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want to know what we did/Walkin’
with the kid.”

We wrote an instrumental called
“Fun Police” because we figured we'd
give the sports people at the networks
something else to play in back of their
highlights instead of “I Want a New
Drug.” [Laughs] We were going to call
it “49er Highlights” but we were afraid
that might not work some places.

There’s a disguised ballad called
“World to Me,” which Chris wrote and
which 1 think is really good. I don't
know if it’s a single, but it’s a great
song. The only outside tune is a song
written by Alex Call, my old friend from
Clover, called “Perfect World.” Again,
it's got a Third World, international
flavor to it. And the lyrics are great.
Are you influenced much by outside
sources? When you're sitting in a botel
room in Pittsburgh listening to the ra-
dio, do you hear a great drum sound
and say, “Hey, we gotta try that!"?

Huey: Not really. What I hear that I
like is the old stuff. I always go back
to soul music. Mind you, 1 do like the
odd new song now and again, but by
and large, when it’s inspiration time 1
always go back to the old Stax/Volt
stuff, the early stuff. 1 guess in my
mind I sound like Wilson Pickett; I'd
love to be Wilson Pickett. Of course
I'm not. [Laughs] But I try to listen to
a lot of different things. On my car
radio I've got a button for an AOR
station, a Top 40 station, a new music
station and a country station, and I
listen to all of them.

Would you have liked to prodice some
of those old soul records?

Huey: Oh yeah! That’s when pro-
ducing was really fun—when you had
technical limitations. I'm not much of
a producer. I don’t have any kind of
patience. Bob is a good producer and
will be a great producer because he’s
got the musicality, he knows the ma-
chines, he’s got the whole ball of wax.
But I just do not have the patience for
sitting around and sampling the
drums: “How’s your snare drum?” “It’s
OK.” “Well, could it use a little more
crack in it?” “T suppose so. What've
you got?” “I've got this, this and this.”
“OK, but I've got to hear it in the track.”
“Fine, give 15 or 20 minutes.” So then
you do that and he says, “Well, 1 like
the crack, but does it have as much
bottom as the other one?” Next thing
you know it's Tuesday. “How'd you
do?” “Well, 1 think we’ve got our snare
drum sound!” [Laughs] That sort of
thing drives me crazy, but you'd be a

foolif you didn’t do that. You've got to
check out all the options.

So, Bob, do you feel an obligation to
check out every piece of gear you read
about?

Bob: Not everything. But 1 do feel
that part of my job is to present them
with technical possibilities. I've got to
make it easy for them to play their
music and have it sound the way they
want it to sound. I don’t want them to
have to wait for me to do something.
And I don’t want them to be victims of
the technology. My job is to know what
their vision is and to help them realize
it. That means [ have to know what
equipment to have around and how to
use it.

Huey: Like I said, I'm very low tech,
and so are most of the guys in the
band. But then there’s Sean, who likes
nothing better than to curl up with a
nice manual. [Laughs] So when it
comes to some things where a track’s
not happening and we need some-
thing technical, we’ll tell Sean and Bob
to go at it. “Go to it, boys. We'll be in
the next room practicing our putting!”
Do you ever consciously go after the
older soul sound on your records?

Bob: A little, maybe. There are a
couple of songs where we use good
old-fashioned room mics for the
drums, to get a room sound. This is a
great room for that; Studio D has about
the best room sound around here. So
some days I work on that—getting the
room to work.

Do you ever use old microphones on
vocals?

Bob: We do. As a matter of fact,
we've exclusively been using an M-49
that Huey bought last album. It’s got a
nice hot sound. It works perfectly for
Huey’s voice.

Hauve you ever bad any real nightmare
experiences in the studio, either with
Clover or this band?

Huey: Well, the whole last album
was pretty rough. But I guess the worst
was when the record company decid-
ed after the first album that we needed
to work with a real “producer.” So we
met with ten or 12 producers—who
shall remain nameless-—and we'd
meet them one day, work up a song in
rehearsals and go cut it the next cou-
ple of days in demo versions. It was
really tedious. We're a pretty compli
cated band in some ways, because
there are a lot of different elements to
juggle. It’s just very hard for someone
to come in from the outside and say,
“OK, you do this and you do that.”



Plus we're all so stubborn.
Can you talk about the group
dynamic?

Huey: Well, suffice it to say that
Sean and I have been playing together
for about 16 years. Johnny, Mario and
Billy have been in bands together for
17 vears. That's really where it’s at.
We're really the union of two rival
bands—Clover and Soundhole. We
knew each other all along and have

been friends. This band-—Huey Lewis
& the News—is now in its tenth year,
sowe know each other real well. We've
developed our style. And part of the
key is that we have disparate tastes and
different approaches, sothere’s alotto
draw on. But through the years we've
ironed outall those things so we know
what Huey Lewis & the News is. That
makes it easier.
Houw far in the future bave you thovght
about your caveer? What are your as-
Dirations for the next year or tuo?
Huey: This is a big album for us. I'd
like us to be internationally popular.
We already are a bit. Fore did that for
us to a degree. and it was very gratify
ing. And I think now we have a chance
to capitalize on that. This year I'd like
to really tour the world properly. 1
don’t want to sound pretentious, but
you know, it really is a small world and
music is one of the things that makes it
smaller. And that’s a really gratifying
thing—to be in Tokyo or Paris or Ath-
ens and seeing people react to a song
that you wrote in Mill Valley, California.
Music really does bring people togeth-
er, and I think that too often, because
of the oceans that separate us, we don't

try to understand things about each
other and that has ramifications much
larger than just in entertainment.
What'’s your best international playing
experience?

Huey: Lots, really. But I guess may-
be I'd single out the shows we played
at Hammersmith Odeon in London.
They were standing room only shows
and all these great people came to see
us—George Martin, Bob Geldof, some
guys from Pink Floyd. And just seven
years previous to that, Sean and I had
been booed off that stage opening for
Thin Lizzy! In fact that happened sev-
eral times. We [The News] also played
Manchester Free Hall to a sold-out
crowd, and that’s another place I'd
been booed opening for Thin Lizzy.
Paris was also amazing. That’s a tough
nut to crack, but we had a sold-out
house at the Zenith, and Bruce Spring
steen and Bob Geldof came by and we
had a jam. It was fabulous. Japan was
also great. The crowds there are unbe
lievable. They're very enthusiastic.
They go nuts, but they're totally quiet
when you want them to be. They clap
intime, they sing in time. They're very
knowledgeable.

Do you feel as though your audience is
growing with you? A lot of bands get
SJixated at an adolescent stage.

Huey: Yeah, 1 do think so. We've
got a pretty broad following; it seems
to cut across a lot of age groups. So we
don’t write to any one group. I mean,
we write the stuff that seems most real
to us. It’s gotta be that way, because
I've always felt the thing about rock
and roll is that it’s got to be true, peri
od. It doesn’t matter what you're sing
ing about, but it has to be true. When
the guy sings, “I'm going to Kansas
City/They got some crazy little women
there/And I'm gonna get me one” we
have to believe he’s going to Kansas
City, he knows about the crazy women
and he wants to get one, period.
(Laughs] That’s rock and roll. And if
Peter Gabriel wants to sing about Biko,
we have to feel the passion that it’s
true. If it’s false, it can be a silly little
love or a song about apartheid, and it’s
still false. You have to sing what's in
your heart. That’s what the public can
relate to. That defies age and every
thing else. |

Blair Jackson is managing editor of
Mix. He was a big fan of Clover, and
even liked Huey's group when it was a
“skinny tie band,” as we used 1o say in
the late ’70s.
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by Richard Elen

APRS

A PERSONAL VIEW

he APRS (Association of Professional
Recording Studios) Exhibition in Lon-
don has long been one of the pre-
mier pro audio exhibitions in Europe.
The APRS (which was the inspiration
for SPARS) promotes the exhibition as
just one of the services to its mem
bers, who comprise studios, manufac-
turers and, more recently, equipment
rental companies. And this year for
the first time, at least one studio book-
ing agency—the General Bookings
Company—offered its services from a
booth at the show.

The APRS Exhibition is just that: an
exhibition. And despite many sugges-
tions to the contrary over the years,
seminars and the presentation of pa-
pers do not figure in the show. Nei-
ther do workshops, and it has been
only these last two years that exhibi-
tors in demonstration booths have
been allowed to actually make noises.
Yet these factors, which might seem
restrictive elsewhere, are an accepted

The
straightforwardness
of presenting products
to a potential
audience is one

of the reasons

for the success

of the

APRS Exhibition.

part of the APRS scene. The center of
attention is the exhibition: the presen-
tation of products to a potential audi-
ence. Perhaps that straightforwardness
is one of the reasons for its success.
And successful it is. In recent times,
the show has outgrown two other
venues in London, and this year an-
nexed another floor in the vast Olym-
pia exhibition center. By and large
this meant more space for exhibitors
and visitors alike: thus, many com-
panies showing their wares at the
show felt that attendance was down
this year. Not so, says APRS supremo
Philip Vaughan, who claims that the
number of visitors, at 5,554 over the
three days, was little changed from
last year (down 4% to be precise),
with 555 overseas visitors represent-
ing almost exactly 10%. Vaughan sug-
gests that the apparent space in the
aisles was simply a result of the vis-
itors having an extra floor. And while
everyone exhibiting admitted feeling
there were fewer people about, many
were of the impression that there
were as many serious inquiries as
ever, while the proportion of time-
wasters was lower than in the past—
obviously better for business. Many
blamed the (apparently phantom)
lack of visitors on reduced advertising
(in fact there was more promotion

DAR unvelled
new software
for their
SoundStation
Il at the
exhibition.
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1. EXPERIENCE

AMS AudioFile is the most successful disc based linear editor for
the audio engineer. Introduced in 1985, both experience of
owners and AMS’s R & D have continued to shape AudioFile into
the professional’s workharse of today.

6. COST EFFECTIVE AND
PROVEN BACK-UP AND
ARCHIVING

Whilst certain systems offer cumbersome or expensive back-up,
AMS AudioFile continues to successfully use inexpensive digital
audio tape recorders.

7. LOGIC 1

Qver four years of R & D now means any AMS AudioFile user will
have the choice of working with a stand alone AudioFile, or
adding a totally dynamically automated digital mixing console
Logic 1 - to his system.

2. THE INDUSTRY STANDARD
AMS AudioFile is now available in 19 countries from England to
North America, from Japan to Spain, from India to Iceland
There are more AMS AudioFile systems in the field than any
similar disc based audio system.

3. MORE APPLICATIONS
SOFTWARE 8. DIGITAL AUDIO

A wealth of applications software means AMS AudioFile is AMS Audofie’ NETWORKING
equally at home manipulating dialogue, sound effects or .

music - either on its own, or against film or video.

Whilst other audio disc manufacturers are working hard

TEN REASONS | oiigmemore
WHY AMS
QUDIOFILE

S SHOULD BE

ey YOUR CHOICE

OF DIGITAL

AUDIO DISC
SYSTEM

AMS kg Dblock, Englang

4. MORE INTERFACES TO
THE OUTSIDE WORLD.

Not only can AudioFile talk digitally to a host of audio tape

machines - including multitracks, Sony 701/601 recorders and
R-DAT machines - its inbuilt synchroniser can control a
selection of video machines from MIi right down to
low-band video players (including jog and shuttle).

AMS are introducing networking.

Quite simply, several AudioFiles in edit, dub or track-lay suites
can talk to each other as well as to Logic 1's integral AudioFiles
in mix suites.

9.EDIT 1

A new product from AMS. Edit 11s a digital audio
mixer which can work with analogue or digital audio
from VTR’s, as well as AMS AudioFile

10. WE'RE PROTECTING YOUR
INVESTMENT
With a proven history of achieved development and

enhancement we can give you an edge over your competitors
both now, and in the future.

5. CONTROLLABLE BY
EXTERNAL VIDEO EDIT
CONTROLLERS

AMS AudioFile can record automatically whilst under
commands from certain video edit controllers.
Recorded tracks contain "'tops” and "tails” which can

Legic 1. featuring AudicHle
be edited or cross-faded during post production.
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TheQuee Anard 1y Expart Achevement i € de. o L1d 19B4.85 and
AMSmdustres pc 988 W AT TIBEEGE 1080 ITDIT TV AMS Indu 1 es pic

Circle #047 on Reader Service Card




THERE CAN ON

MASTER ROCK STUDIOS
LONDON, ENGLAND —
PRESENTS

248 Kilburn High Road,
London NW6 2BE, Zngland.
Tel: 44 | 328 9605

Fax: 44 | 229 4061

Tx: 94016455 ROCK G.

Circle #054 on Reader Sasvice Card




Y BE ONE FIRST

RATION OF AUDIO RECORDING CONSOLES

1517 20th Street

The Old School 1100'Wheaton Qaks Court,
Woodditton, Newmarket Wheaton, liirois 60t 87 Santa Monica, Califosnia 90904
Suffotk CB8 9RY IEngland Tel: 312-653 1919 Tel: 213-453 5350

Fax: 213-453 3031

Tel: 44-638 730 696 Fax: 312-665 4966

Fax: 44-638 730 537
Tx: 265871 MOTNREF G




SSL G SERIES

For Tracking And Mixing
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producer and engineer. produce a finished mix — fast! The tracking data
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instantly stores all eq and mic scttings, us a call.

Solid State Logic

Oxford - Paris - Milan - New York - Los Angeles

Begbroke, Oxtord, England OXS5 1RU - (08675) 4353
ruc Michael Faraday, 78180 Montigny le Bretonneux, France - (1) 34 60 46 66
Via Cesare Cantu’ 1. 20092 Ciniscllo Balsamo, Milan - (2) 612 62 81
320 West 46th Strect, New York, NY10036 - (212) 315-1111
6255 Sunsct Boulevard, Los Angeles, California 90028 - (213) 463-4444

SSL Representatives  Acusnilab, Venczucla (58: 2.987.4845  Audw Consultants Co Lad, Hong Kong 1852, 3. 135251 Siv [ng Benum A/S, Norway (47) 2 195460 Cinac, Eastern Comewon 441) 24-71-1600  EMT, West Germany (49) 7525 1011 - Dr W. A. Gunther,
Switzettand (41) 1-391-3939 Savana Comuricacocs Lida, Braal .§5) 21-274-5009 Studcr Recox Japan Lid, (K1 3:320 1101 Syntes International PTY Led, Austraia (61) 2-406 4700 - TER, Turkev (90) 41-380296 - Trans European Masic, Belgiom (32) 2.569-1823

US TOLL-FREE NUMBER 800343 0101




INTERNATIONAL - UPDATE

than last year, primarily in mainland
Europe) but felt the people who
needed to come to APRS didn’t re-
quire promotion to do so; they'd
come anyway. Less UK advertising
probably helped the serious potential
purchaser get a good look, rather than
anything else.

The exhibition’s keynote was “evo-
lution, not revolution,” and there was
little, if anything, that had not been
seen in some form before elsewhere.
The one thing that would have been
brand-new was only murmured about:
the Audio Tablet, from Peter Gabriel’s
Real World Research outfit, which was
being demonstrated “back at the
ranch” by distributor Syco Systems’
top man, Stephen Paine. It wasn't at
the show, although it was mentioned
widely. “The Tablet,” as it is becoming
known, is a random-access editing sys-
tem which has so impressed BBC Ra-
dio that they’ve bought six, while a
major UK rental company, Audio FX,
is buying four—instead, says AFX mar
keting director Richard Goldblatt, of
one or more of the competing digital
stereo recorders. And none of us has
actually seen one yet!

On the subject of digital recorders,
that was the other major new an-
nouncement at the show: a joint re-
lease, by Sony and Studer, of a 48-
track DASH recorder. TEAC joined
them in announcing a 24-track DASH
machine to appear before year’s end.

Yes, it was digital audio that had
pride of place at APRS ’88. Even if few
items were strictly new, those that
were there were at least working bet-
ter than last time we met (or were
finally working at all). In fact, the Big
Two digital manufacturers—Sony and
Mitsubishi, if they slipped your mind
—showed tweaked versions of their
top-end machines, in the form of the
3324A and the X-850 II. It would be
mean to say they have been modified
to go through doors more easily, but
it would be true to point out that in-
creased use of LSI technology has
made the X-850 II smaller and lighter,
while the 3324A boasts big wheels,
handles on the sides, completely re-
designed filters and other technical
advancements.

The Akai A-DAM digital multi-track
was on show in working order. It
doesn’t matter about incompatibility
between studios when you can put

your digital recorder in the back of a
station wagon and off-load it at the
studio where you want to work. And
at around $35,000, it won't be that
incompatible for long. Seventeen min-
utes per 8mm videotape may be a
limitation for some, but not for many.
And 12 tracks is fine for the growing
number of people who want to hook
up computer-based MIDI systems to
time-coded tape with a view to re-
cording a few acoustic instruments—
more on this later.

On the subject of digital audio
workstations, there were a compara-
tively large number at APRS this year,
from the jumped-up sampler (like
Hybrid Arts’ effort) to the ultimate
post-production systems from the
likes of New England Digital, Digital
Audio Research, Solid State Logic and
AMS/Calrec.

The DAR SoundStation II was ham-
pered only slightly by new software
delivered the morning of the exhibi-
tion. Whatever you think of the screen
display—modeled by all appearances
on the AMS AudioFile except for the
rather curious way of handling direc-
tories—the performance of the system

is in no doubt.

During the course of the show, NED
(whose UK distributor, Turnkey, was
recently taken over by Harman Inter-
national, resulting in the forced re-
dundancy of one of its top Synclavier
experts) acquired a very large screen,
driven by a Mac II under the table.
Although it was only running a termi-
nal program, the effect was hundreds
of times better than any display I'd
seen on the system before. And there
is apparently to be a full Mac II front-
end in due course, which will make a
huge difference. Downstairs, another
bit of the Harman empire was show-
ing, for the first time, the REIMS con-
sole: a cost-effective, automated con-
sole with everything you’d want on it
except, for some unaccountable rea-
son, centralized routing. Odd.

And rather down-market of such
systems, but a million miles away
from being a jumped-up sampler, the
Audio+Design SoundMaestro system
was on full view—with almost all its
software in place. This is a stereo, dig-
ital, hard disk-based editing system
aimed at VAPP and CD premastering
and it is one of the best-functioning
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programs I've seen on an Atari ST. It
sounds good too, and although rock-
and-roll editing is under develop-
ment, this system is an excellent
example of modern technology that
doesn’t need to imitate analog tape
recorders to make an edit simple,
accurate and fast. What a pity A+D
have to waste their time writing soft-
ware to satisfy the traditionalist po-
tential purchaser rather than adding
further facilities. Also on show at the
same booth was A+D’s “ProDAT,” a
modified Sony 1000 DAT recorder
with every interface you can possibly
imagine—at around $3,500, not a bad
price in the UK.

Of course, computers were in evi-
dence everywhere, more than ever
before. And this year it was not all
Atari STs, as in 1987. There was the
largest number of Macintosh systems
gathered together in one place in the
UK since the MacUser show last No-
vember. There were PC clones and
Amigas, you name it. One outfit, The
Synthesiser Company, had an entire
wall of their booth covered with dif-
ferent types of machines, each run-
ning more than one program. The
Macintoshes, some of which had large
screens, looked their usual selves,
running several programs under M-
tiFinder; while Dr. T's multi-tasking
environment on the ST did everything
but look user-friendly. In the corner,
an Amiga (noted for its color graph-
ics) did an excellent job of pretend-
ing to be a poorly set-up PC clone
(thanks to some more boring screen
design) until you dragged the se-
quencer out of the way while still play-
ing to reveal another (unfortunately,
equally ugly) program working busily
away. The TSC stand also showed the
new Simmons electronic percussion
brain and system.

At the TSC booth 1 discovered a
Very Important Fact, later independ-
ently confirmed 100% by three other
sources: there is 70 DRAM (Dynamic
Random Access Memory) shortage.
The reason U.S. customers are finding
the price of memory upgrades going
sky-high and availability at an all-time
low is that only Toshiba knows how
to properly make the bigger chips,
and as Reagan is annoyed with them,
you can’t buy their chips in the States.
In Europe we can get them with little
or no problem. Any other “explana-

tion” you hear is, quite simply, not true.

Most of the computers were at-
tached to MIDI control programs.
Steinberg, well known for their top-
class ST software, have turned their
attention to the Mac, while their UK
distributors, EvenLode, recently ac-
quired Digidesign and were showing
Turbosynth, Digidesign’s answer to
Blank Software’s Alchemy. And in an-
other booth they were in competition
on the ST with another German ST
MIDI company, C-Lab, who offers No-
tator, the best combined sequencer/
notation package I have seen.

There was even the odd synthesizer
lurking at APRS. Or, if you were on the
Syco stand, a “Re-synthesizer,” in the
shape of the Axcel. Although looking
at the vast array of touch-sensitive
LEDs that comprise its “front panel”
is enough to make your eyes go funny,
there is nothing funny about the way
this example of Canadian genius can

Leo Sayer's
studio with
Soundtracs
CM 4400
console

run an FFT on virtually anything, in
virtually an instant. The resynthesized
signal can then be manipulated to
your heart’s content. All you need is
sensitive control room lighting so you
don’t get spots before the eyes. After
I'd seen that, it was time to go home.

Australia’s Disctronics

Goes Public

Disctronics td., the world’s third larg-
est manufacturer of compact discs, an-
nounced plans in June to become a
listed public company. Public listing
was planned through BGL Internation-
al Ird., which will change its name to
Disctronics Limited.

Disctronics’ initial plant opened in
early 1987 in Melbourne. They ac-
quired their Southwater, UK, plant in
August 1987, and laservideo’s Ana-
heim, Calif., and Huntsville, Ala.,
plants in January of this year. Disc-
tronics’ global network of factories
places the company in the third posi-

tion in the world market, behind Phil-
ips/Dupont Optical and Sony.

Present owners are investment com-
pany Quatro ltd. and its associated
company, Pro-image Studios ltd. Qua-
tro and Pro-image will retain majority
ownership after $25 million is raised
from institutional investors.

Genetic Studios Re-Opens
with Digital System
One of the UK's first studios to rec-
ognize the potential for residential
recording facilities, Genetic Studios
has rebuilt its complex, which features
32-track Mitsubishi digital recording.
In 1978, owner Martin Rushent built
the original Genetic Studio, the re-
cording site of hits by the likes of Elvis
Costello, Altered Images, The Strang-
lers and Human League during the
following eight years.
At the end of 1986, Rushent decided
to reevaluate the studio business.

“We felt there was a surplus of studios
competing for work from UK artists,
so we decided to concentrate on at-
tracting foreign acts, especially from
Europe and America, who would ben-
efit from working in a residential loca-
tion,” explains Rushent. In deciding
to offer a digital recording facility at
competitive rates, Rushent chose the
digital Mitsubishi X-850 “because it is
now the standard format worldwide.”

Although the studio refurbishing
will continue for several more
months, Genetic is very much in bus-
iness, with bookings for the two-
studio complex extending to the end
of the year.

International Studio News

UK’s PML studio recently purchased
two DDA AMR 24 consoles. A 36 x 24
desk was installed in their new room
designed for exclusive use by the pro-
duction team of Stock, Aitken and
Waterman, while a second 28-input
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board was placed in the studic’s new
tracking room...Other DDA news
comes trom Tel Aviy, Israel, where a
16-input DDA D Series consvle was
installed as part of an extensive con
cert hall sound reinforcement system
in the Tel Aviv Museum—in time for
the country’s 40th anniversary celebra-
tion...A 32-channel DDA DCM-232
board was the choice of Rainbow Stu-
dios in Oslo, Norway. . . Mayfair Stu:
dios in Lordon reports that the finish
ing touches have been put on their
new Studio Two, and the room is
ready for its first clients, The Bee
Gees, scheduled to record their new
album there. The studio’s 72-input SSL
desk is one of only five ir the world
.. .Leo Sayer’s most recent album has
been completed at his own West Lon:
don studio, using a Sounditracs CM-
4400 consoke for recording and mix
ing. . . A pair of Soundtracs PC24 con
soles were recently purchased by Mark
Knopfler and Alan Clark of Dire Straits
for use ir their home studios Knop
fler's system will be used with a Syn
clavier 10 produce finished masters
. .. Great Linford Recording Studios in
Milton Keynes has announced the
opening of “The Pavilior,” a digital
overdub/pre-production suite The
new facility features a Neve desk, and
overnight accommoadations for up to
six people. . . The SSL-equipped Cres
cent Studios, located in Bath, has re
cently acquired an ATC SMC200 mon
itor system, a SMPTE/MIDI system for
synchronizing to video and an array
of new outboard equipment. ..BBC
Scotland has recently taken delivery
of three lyrec TR-533 244rack audio
tape recorders. One is for the large
classical music studio, another for the

The control
room dem-
onstration
area at Lon-
don’s Stirling
Audio Cen-
fre provides
a realistic
working
environment
based
around DDA
consoles.

pop and light music room and the
third is for the audio/video dubbing
studio, for use in sweetening and dub-
bing in conjunction with a Q-Lock
Eclipse synckronizer. . .Across the
Channel, Harrison Systems has an-
nounced that the Ministry of Culture
of France is the latest European cus-
tomer to acquire the totally automated
Series Ten mixing desk. The console
will be used in their Paris facility for
audio training in the cinema, video

and music sound recording fields. ..
Meanwhile, on this side of the Atlan
tic, Soundcraft Electronics Canada re-
ports that DMS Studios in Montreal
has purchased a second Saturn 24-
track recorder and TS12 in-line con
sole for its facility. . . .

Bits & Pieces

The recently opened Stirling Audio
Centre in London features a 1,000
sq.ft. area for demonstrating a wide
range of professional audio equip-
ment to recording engineers, broad-
casters and musicians. The new facil-
ity also contains a full control room
suite and a “MIDI Corner,” where
equipment can be tried out in a
hands-on situation...Vancouver
based Richmond Sound Design re
ports that Det Norske Teatret in Oslo,
Norway, has installed a custom 320-
channel RSD Command/Cue theater
sound memory programming system.
The system controls levels, fades,
panning and routing of sound through-
out the theater. The software-based
system includes a programmer’s work
station and remote operator’s touch
screen. ...

10 YEARS OF SATISFIED CUSTOMERS COAST TO COAST
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A frontrunner in the Los Angeles recording industry
since Warner Brothers started it in 1971

11114 CUMPSTON ST.*NORTH HOLLYWOOD, CA 91601 - 818-980-5605

is just now hitting full stride. New owners are busy developing the entire
15,000 square foot complex which already has six rooms on line.

32 TRACK DIGITAL * AUTOMATED NEVE V SERIES
SSL MIXING SUITE * SONY 1630 DIGITAL MASTERING
40 PIECE STRING ROOM * NEUMAN VMS 80 LATHE

SECURITY PARKING ¢ RECREATION ROOM

Recent projects include:
* White Lion ¢ Stryper * Honeymoon Suite *
* Van Halen * Beetlejuice * Salsa * Paula Abdul * Eddie Murphy ¢
* Poison ¢ Graceland *

Amigo Associates: Paul Brown * Charles Calello * Bob Esty °
* Bob Hata ¢ Lee Herschberg ¢ Al Kooper * Victor Levine * Bob Margouleff *
* Bill Meyers ¢ Garth Richardson * John Stanley * Junko Yagami
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LOS ANVGELES

RECOR NG & PROPUCEION

T ———

DIVERSIFICATION & SPECIALIZATION

by Mel Lambert

In these days of changing economic
realities and a continuing reevaluation
of our industrial and commercial trad-
ing relationships with the rest of the
world, it is hardly surprising that the
professional audio industry is facing
some interesting—albeit turbulent—
times. With diversification being the
name of the game for an increasing
number of studios throughout the
country, facility owners are seeing an
ever-wider spectrum of audio projects
pass through their doors.

Nowhere is this diversity more evi-
dent than in the Greater Los Angeles
metropolitan area—including the San
Fernando Valley, Burbank, Glendale,
Orange County and related communi-
ties throughout the LA. basin—argua-
bly the mecca of the Southern Califor
nia recording industry. With a history
that has been influenced by the major
and independent record companies,
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motion picture industry, radio and tele-
vision networks, advertising agencies,
corporate and industrial clients, the
LA. studio industry has been through
a great deal of interesting changes dur-
ing the past 75 years.

The major “species” of audio pro-
duction—music recording, motion pic-
ture scoring, audio-for video, broadcast
and multimedia, jingle: commercials,
film and video post-production—are
alive and well and occupying session
time at a growing number of L A. facili-
ties. This article looks at the role of Los
Angeles and its surrounding area in the
developing world of audio recording,
and examines the unique phenomena
that put Los Angeles on the map as one
of the world’s major recording and pro-
duction centers.

The analysis presented here results
from literally dozens of hours of in
formal discussions with leading fig-
ures and founding fathers’' mothers in
the Los Angeles recording community.

In fact, I talked to so many individuals
while researching this article—and
also while networking with facility
owners and equipment manufacturers
during the commissioning of accom-
panying articles—that 1 decided to re-
frain from mentioning any “industry
sources” by name. Instead, I report the
opinions of individuals anonymously.
None of these people were reluctant
to pass on their opinions to Mix read-
ers or sought a cloak of anonymity.
Rather, it would be unfairto attribute a
quotation to just one person, when it
was often shared by many of the facil
ity owners, engineers, producers and
$€ssion musicians.

Hollywood: Foundation of the
Motion Picture Industry

t has often been observed that the

story of the Los Angeles recording
community closely parallels, in its for-
mative days at least, the fortunes of the
motion picture industry. In the early
decades of this century, before that
age of sound, LA. was home to the
talented producers, directors and crafts-
people who molded the future of the
film community. When sound came to
the movie industry in the late '20s,
with the 1927 release of The Jazz Sing-
er, the technicians who handled the
early disk-and later optical- and mag-
based systems quickly became an inte-
gral part of the production team. Or-
chestral recordings represented new
challenges, as did the capturing of
usable dialog when the director insist-
ed that no microphones be visible
anywhere on the set—not even a boom.

The spacious recording area for
Rumbo Recorder’s Studio A fea-
tures acoustic design supervised
by owner Daryl Dragon, whose
nautical interests are reflected in
some of the maritime features.



During the *40s and ’50s, a growing
overlap and synergy existed between
what were to be the two fastest grow-
ing media of those two decades: mov-
ies and popular music. In fact, the larg-
er record companies were closely as-
sociated with the film industry. It is
hardly surprising, therefore, that this
synergistic relationship resulted, par-
ticularly on the West Coast, in a high
concentration of film music and com-
mercial releases from bands and solo-
ists featured in the hit musicals of the
day being recorded in LA. facilities.

(Interestingly, this phenomenon
has seen a resurgence during the past
half-decade, albeit in a mutant form, as
film soundtrack albums began to sup-
ply an increasing amount of the music
that made its way onto the charts;
whether this proves to be good or bad
for the future of the music industry
remains to be seen. Certainly, few art-
ists are reluctant to pass up the expo-
sure of being included on the sound-
track of a popular movie. I wonder,
however, at the artistic possibilities of
communicating with an entire genera-  Ground Control’s Studio A
tion of moviegoers via a three-minute ~ controt room features a 60-inpuf SSL SL 4000 E-Series with Total Recall
single played over a car chase, gun  automation, fwo Studer A800 analog 24-tracks, Studer A820 analog 2-
battle or love scene.) tracks, a Mitsubishi X-850 PD-Format digital 32-track, a TimelLine Lynx

Parallel with the ongoing rapport time code synchronization system, plus TAD TSM-1 monitors powered
between the film and record indus- by Studer and Perreaux amplitiers.

SPARS IN
SOUTHERN

CALIFORNIA:
Assisting & Advising
the Studio &
Production Services
Industry

JOHN t. ANDE

GRADUATE  SCHC Py Defifisggen
OF MAN AGEMEN 8 SPARS (Society of Professional Au-

dio Recording Services), which
serves the entire induswry nation-
wide, is especially active in South-
ermn California. Its members include

SPARS executive director Shirley Kaye (far left) with board members major facilities and manufacturers,
(left to right) Richard Trump, president of Triad Productions; Dwight as well as the growing number of
Cook, president of Cook Sound and Picture Works; SPARS president personal-use studios amd special-
Guy Costa, vice president of operations at Motown Industries; Nick ized service facilities. Membership
Colleran, president of Alpha Audio; Chris Stone, president of in SPARS offers numerowus benefits,
Record Plant; and David Porter, president of Music Annex, at a including reduced admissicn rates
recent SPARS business conference. for the highly successful business
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TRUTH...

OR
CONSEQUENCES.

If you haven't heard JBL's new generation of Studio Monitors,
you haven't heard the “truth” about your sound.

TRUTH: A lot of monitors “color” their
sound. They don't deliver truly flat
response. Their technology is full of
compromises. Their components are
from a variety of sources, and not
designed to precisely integrate with
each other.

CONSEQUENCES: Bad mixes. Re-mixes.
Having to "trash” an entire session. Or
worst of all. no mixes because clients
simply don't come back.

TRUTH: ]BL eliminates these conse-
quences by achieving a new “truth”

in sound: ]BL's remarkable new 4400
Series. The design, size, and materials
have been specifically tailored to each
monitor’s function. For example, the
2-way 4406 6” Monitor is ideally

designed for console or close-in listening.

While the 2-way 8” 4408 is ideal for
broadcast applications. The 3-way 10"
4410 Monitor captures maximum spatial
detail at greater listening distances. And
the 3-way 12” 4412 Monitor is mounted
with a tight-cluster arrangement for
close-in monitoring.

CONSEQUENCES: "Universal” monitors,
those not specifically designed for a
precise application or environment,
invariably compromise technology, with
inferior sound the result.

TRUTH: JBL's 4400 Series Studio Moni-
tors achieve a new “truth” in sound with

an extended high frequency response
that remains effortlessly smooth through
the critical 3,000 to 20,000 Hz range.
And even extends beyond audibility to
27 kHz, reducing phase shift within the
audible band for a more open and natu-
ral sound. The 4400 Series’ incompara-
ble high end clarity is the result of |BL's
use of pure titanium for its unique
ribbed-dome tweeter and diamond
surround. capable of withstanding forces
surpassing a phenomenal 1000 G's.
CONSEQUENCES: When pushed hard,
most tweeters simply fail. Transient
detail blurs, and the material itself
deforms and breaks down. Other materi-
als can't take the stress, and crack under
pressure.

TRUTH: The Frequency Dividing Net-
work in each 4400 Series monitor allows
optimum transitions between drivers in
both amplitude and phase. The precisely
calibrated reference controls let you
adjust for personal preferences, room
variations, and specific equalization.
CONSEQUENCES: When the interaction
between drivers is not carefully orches-
trated, the results can be edgy, indistinct-
ive, or simply “false” sound.

TRUTH: All 4400 Studio Monitors fea-
ture ]BL's exclusive Symmetrical Field
Geometry magnetic structure, which
dramatically reduces second harmonic

Circle #017 on Reader Service Card

distortion, and is key in producing the
4400's deep, powerful, clean bass.
CONSEQUENCES: Conventional mag-
netic structures utilize non-symmetrical
magnetic fields, which add significantly
to distortion due to a nonlinear pull on
the voice coil.

TRUTH: 4400 Series monitors also
feature special low diffraction grill frame
designs, which reduce time delay distor-
tion. Extra-large voice coils and ultra-
rigid cast frames result in both
mechanical and thermal stability under
heavy professional use.
CONSEQUENCES: For reasons of eco-
nomics, monitors will often use stamped
rather than cast frames, resulting in both
mechanical distortion and power com-
pression.

TRUTH: The ]BL 4400 Studio Monitor
Series captures the full dynamic range,
extended high frequency, and precise
character of your sound as no other
monitors in the business. Experience the
4400 Series Studio Monitors at your JBL
dealer’s today.

CONSEQUENCES: You'll never know
the “truth” until you do.

IBL Professional
8500 Balboa Boulevard
Northridge. CA 91329



tries, the major radio networks were
more than willing to use the West
Coast as a base of operations and fur-
ther fuel the technical develop-
ments in the emergent studio busi-
ness. During the '40s and early '50s,
the expanding NBC, CBS and ABC
networks ran live broadcasts from
major dance halls, clubs and produc-
tion studios around the LA. basin.
Many radio producers and engineers
forged successful careers by develop-
ing and then finessing the ability to
quickly mic a large orchestra, vocal
section and soloist, and make the
ensemble sound like they did on 78
rpm (and later single and album)
commercial releases. Some of the ear
liest independent recording studios
were set up specifically to handle such
live or prerecorded (to disc) broad
cast sessions.

Expansion of the Record
Business

f the war years represented lean

times for the entertainment and
music business (many seasoned stu-
dio owners, producers and engineers
recall the American Federation of Mu-
sicians’ ban on the majority of record-
ed music during WWII), the subse-
quent postwar boom in consumer
spending and accelerating interest in
popular music helped fuel the expand-
ing studio business of Southern
California.

“Yes indeed, those really were gang
buster days,” recalls a prominent stu-
dio owner who relocated from the
Midwest in the late '40s to work at,
then manage, a major LA. recording
facility. “Just after the war, with a lot of
servicemen passing through LA. [and
other West Coast naval ports] on their
way back from the Pacific Theater, the
club scene here was real hot. And be-
cause it was pretty cheap to record a
session at one of these places, we were
often brought in to cut a couple of
sides for them.

“Pretty soon, though, it became ob-
vious that there were two major pulses
here in LA.: the film business, which
was mainly union gigs looking after
audio recording on permanent sound-
stages and on location, film scores and
post-production; and the live radio
shows from various venues around
town, plus the occasional recording.
There were one or two non-film, non-
broadcast studios that took care of the
odd music session, jingle recording or
commercial, but the wide selection of

studios we see today sprinkled through-
out the Los Angeles basin didn’t start
to happen until the mid- to late '50s.”

Major Labels and The
independent Studios
The driving force behind this virtual
explosion in recording and pro-
duction capability was the youth mar-
ket, which, in turn, created and subse-
quently paid homage with the con-
sumer dollar to its new idol: the re-

cordingartist. As the role of the record-

—FROM PAGE 4%, SPARS

conferences held throughout the
country and access to all printed
material and audio cassettes pro-
duced by the society. SPARS also
operates an on-the-job internship
program at recording facilities and
administers the respected SPARS
exam. Members of SPARS are part of
a national network of audio profes-
sionals, sharing valuable informa-
tion regarding the financial and
technical needs of today’s evolving
audio industry.

“Our major role is to serve as an
information network that reflects
the changes in the industry,” says
Guy Costa, president of SPARS and
managing director of Motown/Hits-
ville Studios in Hollywood. “At one
point we clarified what we call the
‘Mothership Scenario,’ which is the
type of large facility with many satel-
lite operations. We've also identi-
fied the progressive diversification
in the industry in order to provide
tips on marketing and successful
business operations. Now we are
seeing growth in the area of per-
sonal-use and home studio opera-
tions. Our recent business confer-
ence held at UCLA was a very suc-
cessful seminar where industry
leaders shared valuable insights of
marketing diversified recording
services.

“Our internship program has pro-
vided a doorway for new talent into
the higher echelons of the industry,
with on-the-job experience that
often leads to employment at such
studios as Motown/Hitsville, Rec-
ord Plant and Capitol Studios here
in Los Angeles,” Costa continues.
“The SPARS exam helps to identify
valuable people and give them ac-
cess to the job market. A good ex-
ample is Ron lagerlof, who was

ing artist began to gain prominence
throughout the industry, and as the
youth market became increasingly
hungry for new, fresh talent, the re-
cord labels and the A&R coordinators
began to search out more and more
new acts to fill the label’s roster. One
of the carrots that could be dangled
before the artist/band by such A&R
types was the opportunity to get in-
volved with other aspects of their re-
lease’s production, and also to select
the recording venue.

brought to my attention because of
his high score on the exam, and is
now my studio manager. The exam
has been very successful and is con-
tinually being updated to reflect the
creative production aspects of engi-
neering as well as the technical
certification.”

Perhaps the most dramatic pres-
ence of SPARS was in the clarifica-
tion of the tax situation for inde-
pendent engineers. Chris Stone,
president of Record Plant and for-
mer SPARS president, explains, “In
1982, the SBE (California State
Board of Equalization) demanded
that independent engineers pay
6% sales tax on all their earnings,
retroactive to 1976. There was wide-
spread panic.

“One of our members, David
Rubinson [then owner of The Auto-
matt Studios in San Francisco],
called me, and we helped form the
California Entertainment Organiza-
tion. CEO raised $125,000 for lob-
bying in Sacramento, which ledtoa
revision of the tax law and the ex-
emption of independent engineers
from taxation on record dates. Our
efforts led the way for similar revi-
sions in a2 number of other states.

“This issue is an ongoing one,
especially with regard to the tax situ-
ation for audio in the film industry.
SPARS is a leading force in defend-
ing the rights of those throughout
the audio industry.

“Membership in SPARS also
means free consultation from the
board of directors,"” Stone adds. “1
just received a call last week from
an engineer who needed help in
his dealings with the SBE, and we
resolved his problem in 20 minutes.
Members call us when they are in
trouble, and we are there when they
need us.” |
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Studio §5’s Studio B is equipped with a 72-input Solid Stcte Logic

SL4000 E-Series console retrofitted with a G-Series computer and G-
Series EQ sections. Like Studio A, the room features Studer A800 multi-
tracks and Ampex ATR-102 2-tracks, in addition to a custom TAD moni-
toring system designed by George Augspurger.

The end result, during the ‘60s, was
the demise of the label-owned studio
and the growth of the independent
facility. The causes for this switch in
emphasis are too complex fora single
article but can be summarized this
way: “You have to understand a major
label's mentality,” recalls a well
known, veterar producer. “On the one
hand, it was grooming all this new
talent and, on the other, trying to run
its in-house studios. But the labels pos
sessed a corporate mentality that didn’t
cut it with these new up-and-coming
artists, who were wielding a lot of pow-
er because of their earning potential.
In other words, ‘Don’t mess with suc
cess'—let the groups record where
they felt the most comfortable—be-
came the way it was.”

We need to acknowledge that these
label-owned studios were far from out
of-date when it came to their record
ing hardware. Technology wasn’t the
question; it was more the creativity in
the studio and the freedom to use the
environment in ways they chose.

“Sure, we pushec for and got a lot
more artistic freedom,” confesses a
successful guitar player from the late
'60s who is now producing up-and
coming bands in LA. “The new irde-
pendent LA. facilities —particularly
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those that were opened by people with
close connections to emerging bands
and solo artists—were where we want
ed to record. They not only had the
latest hardware and toys, and the hip
pest engineers—those guys could
make 4 track jump!—but a vibe you
didn’t find in the label-owned studios.”

Capitol, Motown, Warner Bros. and
A&M—to name but a hardful of the
current major labels-—operated very
successful, multi-room facilities in
Hollywood. but the day of the inde
pendent was here to stay.

Multi-Track and the Studio
Business
C oncurrent with independent facil
ity growth—and arguably one of
the reasons enhanced creativity in the
studio became possible—was the ad
vent of multi-track. Mono led to stereo
in the early '50s, followed by 4-track
during the early '60s, 8-track on one-
inch and then 16- and 24-track on 2
inch during the late '60s and early *70s.
‘And of course, dbx and Dolby Labora-
tories came along at just the right time
(chicken or egg, I wonder?) with ele
gant noise reduction systems that al
lowed usable results 10 be achieved
with narrow track formats.
Undeniably, the recording studio

became, for a growing number of art-
ists, an integral part of the band: multi
track techniques extended what four
or six band members could achieve
individually and allowed multiple
parts to be generated with consum
mate ease. And with extensive over
dubbing now possible, it is small won-
der that the quality of audio perform
ances of albums and singles recorded
during the '60s and early "70s at Los
Angeles studios reached an all-time
high.

A seasoned session musician who
has appeared on thousands of singles
and album cuts recorded at dozens of
LA. facilities recalls: “We also began to
develop a network of studio regulars
that could cover for band members
who might not have their chops to-
gether. We made 4 lot of those guys
look real good: by overdubbing guitar
and synth lines, we could add that
elusive ‘something’ to a track that took
it beyond a conventional three-minute
song. We were in hot demand all over
the Southern California area and, of
course, also helped some of those
newer bands come to terms with all
the amazing creative possibilities avail
able with multi-track.”

In fact, it is no exaggeration to state
that many albums produced at Los An-
geles studios during that era were so
dependent upon the layering tech
niques available with 16/24 track, they
could never be produced live. It is often
said that the Southern California stu-
dio industry drove the race toward mul
ti-track technology. As the melting pot
of recording creativity during that era,
L.A. saw the introduction of the first 8-,
16- and 24-tracks, along with increas
ingly complex recording consoles and
outboard processing equipment.

The use of sonic textures and colors
became so important on albums pro-
duced at LA. studios during that peri
od, many companies—now house
hold names in the pro audio industry

-can trace their origins to those form-
ative decades. And it was those compa.
nies in regular contact with the produc
tion facilities of Southern California
that developed the new analog and
digital reverb and time-domain proces-
sors, equalizers and tools of the audio
trade.

Also of growing importance during
this era were studios that began to
specialize in certain aspects of record-
ing. “I remember the first room in
town that was built just for mixdown,”
recalls another veteran engineer/pro-
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PHOTO ROSE ROUNSVILLE

Motown/Hitsviiie’'s Dawn Studio is set up to handie audio-for-video
mixing and is equipped with an LCRS (ieft, center, right and surround)
monitoring system for Doiby stereo mixdown. Other hardware
includes a 40/32 Neve Modei 8078 console with Necam 96-fader
automation, duai Ampex ATR-124 24-tracks, Ampex ATR-104 4-tracks,
Sony PCM-1610 digital processors and an Adams-Smith Model 2600
time code synchronization system with Compact Controllers.

ducer, who began his career in Boston
and relocated to Southern California
in the early '70s. “It was set up solely
for remixing 24-track tapes; it had only
a small overdub booth for vocals or
instrument touch ups—although 1
seem to recall that we did track an
entire drum kit in there one night,
mainly because the producer hated a
snare/kick sound on an otherwise hap-
pening track.

“The control room was real big,” he
continues. “We could get everyone in
back of the console and had plenty of
space for the racks of outboards we
would rent from [rental houses] down
the street. During that formative era,
we really got to push the outer edge of
the technical envelope; many of those
LA. sessions resulted in some of the
most amazing music I have ever been
involved with!”

Film Community Comes Full
Circle
I f the recording and production stu-
dios were benefiting from the intro-
duction of multi-track hardware, the
film community also picked up onthe
technology. Not long after the advent
of the first mono and 2-track tape ma-
chines from Ampex and 3M, film post-
production began to move away from
optical recorders toward 16mm and
35mm mag-film dubbers and record-
ers, Utilizing standard film stock coat-
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ed with iron oxide, and running spe-
cially designed mono, 3- and (later)
6-track heads, the art and science of
film sound mixing—including the sep-
aration of individual music, dialog and
effects elements carried on separate
dubber channels so each could be
edited and slipped in sync against pic-
ture—became the norm for Holly-
wood. At the same time, the size and
complexity of film-dubbing consoles
increased as more and more input and
output buses became necessary to ac-
commodate the additional DME tracks
and submixes.

With the introduction in the mid-
"70s of Dolby Stereo surround-sound
techniques—first using four mag
tracks on the release prints, soon fol-
lowed by matrix-encoded Lt-Rt optical
tracks—the LA. film community pro-
ceeded full speed ahead to produce
some truly innovative soundtracks.
The move to stereo for theatrical re-
lease also introduced the public to
surround-sound video playback in the
home.

As the economic recession began to
affect the traditional music recording
studios around LA. during the late '70s,
many of the more innovative facility
owners looked to other audio produc-
tion areas for business. “We certainly
felt the recession a decade ago,” re-
calls the owner of a multi-room LA.
facility. “Our room occupancy dropped

off suddenly, as the labels began to cut
back on budgets and stopped signing
new acts.

“We looked at alternative sources of
revenue and were attracted to the au-
dio-for-video and film markets. Sure,
there was more to getting into that
area than simply adding a time code
synchronizer and a U-Matic—as well
as a large-screen video projector—but
we were lucky to find the right combi-
nation of engineering staff who under-
stood the differences in working with
rock and roll acts and film and TV
producers. While the music people
liked to work at night, we found the
media guys kept daytime hours.

“It's worked out well for us since
then. We have successfully diversified
into various areas of audio-for-video
and film, including the occasional low-
budget scoring date, and still handle
traditional music sessions—which is
our primary orientation here, despite
the fierce competitionand cost-cutting
we’re now seeing around town.”

The Impact of MIDI and
Synthesizers
A major factor in the shakeup in the
music and recording industry dur-
ing the early '80s was the advent of
low-cost synthesizers and MIDI-con-
trollable drum and percussion ma-
chines. Add these to the growing avail-
ability of semi-pro 4-, 8- and 16-track
tape machines and consoles, along
with the highly affordable home stu-
dio. For demos, pre-production and
even budget releases, the personal-
use studio became a viable alternative
for a growing number of musicians,
songwriters and producers.

As one studio owner recalls, “MIDI
and the low-cost, semi-pro gear hit us
like a brick! Now, a band could lay
down not only keyboard parts using
MIDI, but also very credible string,
horn and percussion tracks that would
have cost a fortune to duplicate in the
studio. Also, they could work out ar-
rangements in a much more cost-effec-
tive environment than a full-blown
24/32-track room. We even had one-
inch, 16-track tapes come into the stu-
dio that the band wanted to bounce
up to 32-track digital, continue their
vocal overdubs and then remix.

“Very quickly, we had to turn our
attention to building a dedicated re-
mix room, because we started to lose
out on the tracking dates to the home
studios. We also added a MIDI pre-

—CONTINUED ON PAGE 218
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inventory so chances are we
have what you need in stock.

We'll keep you abreast of

new developments, new
options, and updates for your
equipment so you're always
current and usually ahead of
the rest of the industry.

audio/video needs of musicians
and production studios.

Just the Facts, Ma’am

Things change quickly in pro
audio. To make sure everyone
here knows all the facts about
the latest equipment, we’ve
added a Product Specialist to
our staff. His only job is
researching equipment—read-
ing brochures and tech man-

uals, going to trade shows, talk-

. ing with manufacturers—and
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— our customers.
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production systems—consoles,
monitors, tape machines
(including 32 track digital), and
signal processing/effects gear.
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more complete production sys-
tems set up to hear and com-
pare. This room caters to the
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and parts departments for even
better service and support.
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by David Schwartz

ometimes 1 wish I'd grown up in
LA. That's where it was all happen-
ing when I was young. The cool
studios. The hot sessions. The great
musicians and personalities.

The soundtrack of my childhood
and teen years came from Hollywood.
From the Beach Boys to The Byrds,
from Phil Spector to the Mamas & The
Papas, from the Tijuana Brass to Frank
Zappa, it seemed like there was at least
a little L.A. in all of us.

Inthis special lookat LA. recording,
we go back to some of the independ-
ent studio pioneers responsible for
shaping this creative community. There
were the networks and there were the
major labels and there were the film
sound studios, but there was also a
growing movement of creative record-
ists who set out to make a different
kind of industry—one that was orient-
ed toward quality and innovation, with
the spirit of the entrepreneur.

“The independent studio was a nov-
elty,” says Stan Ross, co-founder of
Gold Star Studios, which opened for
business in 1950 and ran for 32 years.
“Most of the majors [labels] had their
own studios, so we were kind of
unique with the concept of the demo
studio. An act would come in and just
try out ideas without the worry of the
studio budget or the honchos breath-
ing down their necks.”

“At that time there was no such thing
as a recording industry or equipment
manufacturing as we know it now,”
adds Stan’s co-founding partner, Dave
Gold. “There was very little informa-
tion around on how to put things
together, or how to use them. No
magazines or books. Broadcast was our
only backup, and that was pretty lim-
ited as far as information was con-
cerned. It took a lot of research to find
data about equalizers, etc. We built our
first board with six inputs and one
mono master output.”

Harry Bryant was a guiding force at
Radio Recorders, the world’s largest
independent recording studio in the
'40s and ’50s, hosting seemingly every
major talent in the music business in
their 7000 Santa Monica Blvd. studios
in Hollywood.

Gold Star Recording’s Dave Goid
(left) and Stan Ross heiped give
birth to Phii Spector’s “Waii of
Sound.”

L.A. RECORDING

PIONEERS IN THE
: GOOD OLD DAYS
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Says Harry, “I started out working
for the South Carolinatelephone com-
pany in the early *30s and graduated
from the RCA Institute through a cor-
respondence course. I then made my
way to California and started working
as a mixer in nightclubs. My first love
was working with the big bands. 1
started working part time for Radio
Recorders in 1936, just about the time
they got started.

“There were four owner-partners at
Radio who all doubled in mixing live
sessions, disc recording and creating
sound effects. They also built most of
the electronic equipment they used.
Radio Recorders’ major business at that
time was recording phonograph ses-
sions, live dramatic or comedy shows
and radio commercial spot announce-
ments onto wax discs. These masters
were processed to form stampers for
making 12-inch phono records at 78
rpm, or 16-inch records at 335 rpm for
radio stations.

“After the war, we were one of the
first studios to jump on the tape re-
corder bandwagon. We had quite a
few different models: Rangertone,
Magnacord, Presto; but Ampex made
the only one that was 100% profession-
al. It was the Cadillac of the industry
and cost about $4,000. We worked very
closely with Ampex and had about 20
of their machines [the Model 200] by
1960. We even ended up with the serial
#1 recorder. We were the largest user
of Ampex in the city.”

With a staff of 35 engineers, Radio
Recorders also became a leading cen-
ter of learning for the recording in-
dustry. Many of today’s most success-
ful engineers and producers are alum-
ni. “It was a fantastic organization with
an almost father-to-son relationship
between the older engineers and the
younger people coming in,” says for-
mer Radio employee Armin Steiner.
“It was a great fraternity of learning
and you just couldn’t help but learn.”

Harry Bryant was elected president
of the Audio Engineering Society in
1959, just about the time Radio Re-
corders began merger talks with Uni-
versal Recorders.

Bill Putnam started Universal in
Evanston, Illinois, back in 1946. It was
a small studio with a Western Electric
broadcast console and a belt-driven
lathe disc recorder, but by the late '50s
it had become a powerhouse on the
national scene. Putnam wanted to
move west, though, and sold out his

Wally Heider bought L.A’s first
three 8-track recorders.

interest in Chicago to pick up a build-
ing at 6050 Sunset Blvd., near Holly-
wood’s “Gower Gultch,” which he
named United Recording.

“United grew and grew,” says Put-
nam, “with three studios, 4 mixdown
room, three mastering rooms and a
small manufacturing plant, all in 15,000
square feet of building. In the early
’60s we began negotiations to acquire
Western Recorders at 6000 Sunset, just
one block away from United.

“At Western, Studio 1 was the old
Radio Center Theater, the origin of
many network programs during the
heyday of network radio. It had over
300 seats, which we removed, poured
in a flat floor and ended up with a nice
large studio of about 65,000 cubic feet.
Studio 2 had a 10-foot ceiling, which
we raised to 17 feet. Studio 3 was made
from the space we had left over. As fate
would have it, this was the studio that
became legendary—home for the
Beach Boys, Glen Campbell, Jan &
Dean, Johnny Rivers, the Mamas & The
Papas, Rick Nelson, Three Dog Night.”

Back at Gold Star, big things were
begirning to happen by the late '50s.
One producer, in particular, was carv-
ing out a new approach to studio tech-
nique at Gold Star. According to Stan
Gold. “A very young producer named
Phil Spector came in and made a cou-
ple of smash hits here, so he kept
coming back. And he made hit after hit
with The Crystals, The Ronettes and
many others.

“Phil Spector’s ‘Wall of Sound’ be-
came a world-famous signature, but it
actually started as an accident. Phil had
booked the studio and had forgotten
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how small the studio was. He had five
guitars, woodwinds, brass, percussion,
drums and so on. When the band
began to play, it sounded like they
were all in a jammed-up room. So we
got the idea of making them sound
larger, and we put echo on every other
guitar, every other horn, the drums
leaked in, and that was the beginning
of Phil’s ‘Wall of Sound.” If the studio
had been bigger, the ‘Wall of Sound’
wouldn’t have happened; at least not
this way.”

Meanwhile, Armin Steiner had been
perfecting the idea of the home stu-
dio, working out the technical details
with Bert Sax. He met Bert through his
brother, Doug Sax, who had been
developing his skills in direct-to-disc
recording and lacquer mastering.

“We had two Ampex 350 2-tracks
and an Ampex 400 mono machine and
some very good microphones,” says
Steiner. “The Formosa St. Garage Stu-
dio, as it was known by friends, be-
came very successful over the next
seven years. The first record we did
was Dick & Dee Dee’s ‘The Mountain’s
High And The Valley’s Deep,” and it
became a Number One record in a
very short time.

“There was a real family feeling in
that studio. When The Supremes came
to town my mom would usually make
lunch for everybody. We would work
all through the night, and sometimes |
would be doing a session in my pa-
jamas or bathrobe. Herb Alpert would
come over with Hal Blaine at 2 a.m. to
doatambourine part so he could mas-
ter the next morning. These kinds of
things were common, and all of us
were growing with the industry in
those early days.

“We finally got evicted from the
garage studio, not because of the
music leaking out, but because of the
cars coming and going at all hours of
the night.”

Steiner moved over to Vine Street,
opened Sound Recorders and had
LA’s first 8-track tape machine in the
mid-"60s.

Not far from there, Wally Heider,
who had come to town in 1959 as a
$35-a-week apprentice at Bitl Putnam’s
United Recording, was getting ready
to go out on his own, too. “I found a
room about 12" x 15’ on the ground
floor of an office building on the cor-
ner of Lexington and Highland in Hol-
lywood,” says Wally. “I had an Ampex
3-trackanda 12-in, 3-out Universal Au-
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dio board. I think I paid $50 a month
forthe place, and the owner agreed to
let me have a shower and sleep in a
vacant office across the hall foranother
$25 a month so I could be close to my
equipment.

“During that first three months my
first big remote came in—a week in
Chicago at the Villa Venice with Dean
Martin, Sammy Davis and Sinatra. A
remote truck in those days was just an
empty truck with a bunch of gear put
in and tied down so that it would
travel. If you were lucky and were do-
ing more than three or four days, and
had a room you could move into, you
would take advantage of that space
and security for the equipment. If you
were just one night somewhere,
though, it wasn’t worth the trouble of
moving out of the truck.

“The first multi-tracks in remotes
were 2-tracks. Then we started trans-
ferring the 2-track tape to 3-track,
which meant they had an extratrack to
overdub applause or a singer or string
section. The first 4-track machines 1
had were Ampex 354s.

“I remember the AES show here in
LA. when 3M was first showing their
8-track. I went over to the Roosevelt
Hotel about 11 at night with my friend
from Florida, Mack Emerman, talking
about the future of 8-track, if any. At
about 1 or 1:30 I went to the house
phone, called 3M’s sales manager, Scot-
ty Lyall, and bought the first three 8-
tracks in town. It took 3M about a year
to get in serious production with the
machine, and so for that first year we
did real well renting those machines
out at $100 a day to others in town.
When 16-track happened, we did the
same thing, to a lesser degree.”

Multi-track was being accepted fast-
er by the late *60s, and the independ-
ent studios had all but taken over the
bulk of the recording projects in LA.
Personal service, high quality equip-
ment and unique environments had
made an important place for the bou-
tique recorders.

For a confused but enthusiastic in-
dustry, the Golden Age of Recording
had arrived. The youth of America
supported the phenomenon and made
LA. music an important part of their
lives.

Mix editor-in-chief David Schwartz
used to play in a rock band back East
in the '60s and was a certified Cali-
fornia dreamer.

7 o MASTERING « NTP AUTOMATED DISC MASTERING EQUALIZER - 2

A e p—— 2 SONY DIGITAL EDITORS - DIGITAL 2 TRK SONY & JVC « LIVE ECHO

3 = . CLASSIC OUTBOARD EQUIPMENT & MICROPHONES « DIRECT
"R |

CAPITOL RECORDS STUDIOS
TOWER OVER EVERYBODY!

) 2 MASTERING ROOMS - 3 STUDIOS - 6 EDITING SUITES
: NEVE 8068 & 8108 NECAM « SYNCHRONIZERS - DIGITAL 2 TRK 1630

COMPACT DISC MASTERING ROOMS - 2 SONY DIGITAL CONSOLES -

CHAMBERS - 2 EMT 140 PLATES - EMT 250 - AMS REVERB & DDL «

SUPER PRIME TIME - LARGE ASSORTMENT GF NEW &

TO DISC MASTERING » CUSTOM LACQUER & XDR CASSETTE
MASTERING « STUDIO A 60 x 45)

V¥V THE COMPLETE PACKAGE V¥
( 2 2} g Lad -
oy

A Mastering Room 1 A

Member of EMI World Music Group which includes such well-known
studios as Abbey Road (England), 301 (Australia) and Toshiba EMI (Japan).

(Emi ] oo
R =Y maN
N sicones WAT
Angel T AN

Capitol Studios, 1750 N. Vine Street, Hollywood, CA 90028 (213) 462-6252, Ext. 6001

Circle #138 on Reader Service Card
SEPTEMBER 1988, MIX 59



by David Goggin

If the LA Record Plant has a person
ality, it must be that of Chris Stone,
president, founder and den father of
this venerable 20-vear-old recotding
institution. Chris is like a trusting dad
who raised his own share of hell while
growing up. You want me to buy voua
keg for your birthday party? Sure, but
don’t let the girls dance on the tennis
court in spike heels like the last time,
OKz?

The only real reason for buiiding
any recording studio is the music. The
image of these “Palaces of Pop” is so
decorated with rock gossip and techno-
gab that we tend to forget about the
main theme. The Record Plant started
out with two things in mind: to have
the Best Technology in the Mast Com
fortable of surroundings. With that in
mind, the music could be created and
preserved, Stone considered.

During the past 20 vears, the Record
Plant has gone through some, shall we
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(Left) Record Plant’s Third St. Stu-
dios closed down in December
'85, with a Christmas party and
superstar jam session including
Al Kooper, Jim Keltner, and (pic-
tured left to right) Joe Walsh,
Waddy Wachtel and Stephen
Stills.

(Below) In December 1987, the
studio officially became “Record
Plant, a Chrysalis Group PLC
Company,” with Chris Stone as
president. Pictured (left to right)
after the signing ceremony: Terry
Connolly, managing director of
Chrysalis Group PLC; George
Martin, Chrysalis Facilities
Division chairman; Chris Stone;
and John Burgess, managing
director of AIR Studios.

say, heavy changes. Its history parallels
nicely the evolution of the music in-
dustry and even the lifestyles of two
decades. From the first sessions with
Jimi Hendrix to 1988 with Eddie Mur-
phy, John Landis and Nile Rodgers
cooking up a score for Murphy’s new
film, Coming to America, Chris Stone’s
Record Plant has catered (often liter
ally) to the making of popular music.

Since nothing in the recording bus-
iness is permanent—except change
(echoes of 1968)—a studio must re-

Ly

L) )
4 A og oy e ek

/_Q_,l ‘;-‘!—LJJ
T

RECORDING STUDIOS




flect the times; if it can anticipate the
times, so much the better for business.

Planting the Seeds

In 1968, Chris Stone was national sales
manager for Revlon. Armed with his
trusty MBA from UCLA, he had become
quite a marketing sharpshooter for
folks like Mattel and General Electric.
When his wife, Gloria, was pregnant
with their first child, Stone was intro-
duced to another expectant father,
Gary Kellgren, a recording engineer
who had become a favorite of musi-
cians such as Hendrix and Zappa. The
idea was that the nervous parents-to-
be could chat about the challenge of
having babies.

Inthe course of their prenatal meet-
ings, Chris and Gary became friends
and talked shop. Kellgren wasn't too
interested in cosmetics, but Stone be-
came fascinated with the music biz.
He visited Gary at New York’s Mayfair
Studios and entered a new world peo-
pled with strange characters who were
making music and millions of dollars.
Poor Gary: the engineering artiste at
the console—and under the console
soldering inventive connections that
we make with a flick of a switch today—
was pulling down $200 a week.

Chris thought this was a little odd.
He asked Gary if he could take a look
at the books. The studio was billing
five grand a week. Chris suggested a
little meeting with the boss, and the
next thing you know Gary is making a
grand a week. They became better
friends.

Stone, getting bored with life at Rev-
lon, thought there was a good future
in recording. Kellgren, displeased with
the austere, industrial atmosphere
common to recording studios of the
day, had a dream-—a studio that felt
like a home. They became partners
and borrowed $100,000 to launch the
New York Record Plant in March 1968.

The only studio in New York with
12-track recording, the Plant set the
pace for the competition and was im-
mediately booked for three months in
advance. The first session was with
Jimi Hendrix for his historic Electric
Ladyland LP. The first big mix session
was Woodstock, and their first remote
job was The Concert for Bangladesh.

True to its original theme, Record
Plant offered the creature comforts of
home and the best technology availa-
ble. Among its innovations was the
“jukebox,” now known as a monitor
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Producer/composer Nile Rodgers (seated right) inaugurated sessions

at Record Plant’s renovated Stage “L” on the Paramount Pictures
movie lot for Eddie Murphy’s “Coming to America.” Also pictured are
engineer Ed Cherney (standing), music editor Dan Carlin, Jr. (seated
left) and Synclavier programmer Richard Hilton (rear).

mixer, which Kellgren built to keep
producers busy while he got on with
the engineering. Gary is also credited
with pioneering the use of flanging for
that memorable “psychedelic” sound.

Moving West

Business was booming with clients
like Buddy Miles, Velvet Underground,
Traffic and Vanilla Fudge. The partners
decided it was time to open another
studio on the West Coast. To raise the
necessary capital, they merged with a
new cable company, Television Com:
munications Corporation.

Invitations, in the form of personal-
ized bricks that created a few head-
aches for the post office, were sert out
to announce the opening of the new
facility. Stone discovered an enterpris-
ing young designer, Tom Hidley, who
was invited to handle the acoustics in
the new facility. Hidley would go on to
design more than 400 studios world-
wide, but would always supervise new
Record Plant rooms and facilities. On
December 4, 1969, the new L.A. studio
on Third Street opened its doors, and a
bricklayer built an autographed lobby
wall that would stand for 15 years.

The tracks increased from 12 to 16,
and next, the studio boasted the first
24-track in the world. The music biz

was thriving, and clients like the Roll-
ing Stones, Linda Ronstadt, Three Dog
Night, Fleetwood Mac and the Eagles
started calling Record Plant home.
Stevie Wonder booked Studio B for a
few years and cut Talking Book, Inner-
visions, Songs in the Key of Life and
Fulfillingness’ First Finale. Record
Plant became legendary for its non-
stop hit recording and wild home life,
as well as for technological leaps in-
cluding the first digital 32-track, the
late 3M M8I Digital Mastering System.

A third facility opened in Sausalito
in 1972, the year that TVC merged with
Warner Communications. Because
Warner already owned studios in New
York and LA., they offered to sell the
Record Plant back to Stone and Kell-
gren. The duo took ownership of the
LA. studio anc sold the New York facil-
ity. Sausalito would be sold in 1980,
with all of the focus remaining in Los
Angeles.

During the record business’ heyday
in the '70s, Record Plant fueled its ex-
pansions with revenues supplied by
such artists as the Bee Gees, Harry
Nilsson, Jimmy Webb, Sly Stone,
Quincy Jones, Crosby, Stills & Nash,
Diana Ross, the Blues Brothersand the
solo Beatles—just about every major
star made a point of spending time at




the Record Plant.

The soaring success of the studio
was marred by two tragedies. In 1977
Gary Kellgren drowned in his swim-
ming pool, and a short-circuit torched
Studio C in 1978. But the studio had
momentum of its own and continued
to expand its LA. base of operations.
In 1982, Stone leased the Glen Glenn
stages M and L on the Paramount Pic-
tures movie lot and immediately
pumped $500,000 to bring the facility’s
film audio up to record standards.
While the studios on Third Street con-
tinued making gold, the Paramount
studios scored with blockbuster hits
like Star Trek, Annie, 48 Hoursand An
Officer and a Gentleman.

Diversity or Die

Stone anticipated the new attention to
film music that was creating highly
successful soundtrack albums. With
scoring sessions going well at the Para-
mount stages, he realized that all the
studios would have to be able to han-
dle music scoring, as well as making
records. In 1985, the Third Street stu-
dios came down, and a brand new $2
million facility was erected on Syca-
more Avenue, in the heart of the TV
and film community. The versatility of
the new studios attracted film produc-
ers, while still holding strong with the
record clients.

In late 1987, Stone sold halfthe oper-
ation to Chrysalis, an aggressive music
company with solid holdings in the
film and TV world. Now offically
known as “Record Plant, a Chrysalis
Group PLC Company,” the studios are
part of an international team with sis-
ter facilities in England. Chris remains
as president of the new organization,
still the den father he always has been.

Mix: Now that you've settled in with
Chrysalis and the new partnership,
what’s coming up for the next 20 years
at the LA. Record Plant?
Stone: Well, the wonderful thing
about having Chrysalis as a partner is
that it gives us the ability to do it all
again! The thing that first attracted me
to the recording studio industry—first
in New York, and now in Southern
California—was the fact that it was al-
ways changing. I came from the con-
sumer world where I had my basic
training and grew up as a business-
man; the studio world is very different.
Many days I come in and have a
blank schedule and wind up having 20

meetings. There is something new al-
ways happening.

Just in the past year, I have seen an
accelerated audio evolution, based on
the “Tapeless Studio,” new computer
software and hardware and, more im-
portantly, the very successful marriage
ofaudio with visuals. One strong indi-
cation is that a growing number of
independent stations and networks are
following NBC into offering Stereo Tel-
evision. There is a heightened aware-
ness of audio quality in Hollywood,
because it translates as heightened in-
come. The TV and film audience wants
better quality, and the producers are
willing to pay for it.

High-resolution video is coming on
strong, which means that the visual
world as we know it will get better
and better in logarithmic leaps and
bounds. The picture is getting better
and, through digital technology, the
sound quality is getting better. With
satellites we can send both digital
sound and picture to any place in the
world.

The past 20 years have been incred-
ibly dynamic, but now we find our-
selves with new tools that will bring
the most incredible changes since the
advent of multi-track. All this means
better control and better reproduction
of music. That’s what the business of
recording here in Southern California
is all about.

Our marketing has changed from
one of specialization to one of flexibil-
ity. We have found our area of expert-
ise in Los Angeles and are now ex-
ploring that niche with new technol-
ogy. The fact that audioand video have
come together is now giving us the
ability to move forward another giant
step with these merging technologies.
In addition to making records, we plan
to expand even more heavily into
audio-for-video, because we believe
that, in time, video will replace film.
Major release films as we know them
today will disappear, and the major
Hollywood producers will use satel-
lite technology to send their feature
films to video theaters at any location
in the world.

We also believe that some of the
new recording techniques—such as
the ability to record a group from var-
ious locations around the world at the
same time—will become common-
place within the next few years. In
many ways, this business is even more
exciting in LA. now than it was in the
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past. And, with the backing of Chrysa-
lis, which is very involved with the
record and video business, Record
Plant will be able to stay in the fore-
front of the technology that will take
us into the next century.

The key to these new develop-
ments is sound and picture; that com-
bination, and the need to provide
services, is shaping our destiny. Our
aim is to provide the finest music
recording to go along with the new
visual technologies.

Mix: Can you focus your attention on
what is happening at the Paramount
lot?

Stone: We have just finished our up-
grades of Stage L by putting in a new
Solid State Logic console. Here’s a nice
example of what’s going on these days
in Hollywood: Nile Rodgers arrived
with his New England Digital Synclav-
ier and composed the score for Eddie
Murphy’s new film. He played it to
picture for John Landis, the director,
got his approval and then printed it
out on the Synclavier. He gave the
charts to the orchestrator and then re-
corded it with a 60-piece orchestra.

In the middle of a session with 60
musicians in Stage M, Landis decided
that he didn’t like one of the music
cues! Nile had his Synclavier with him
in the room and recomposed the cue
on the spot. While the orchestra was at
lunch, the orchestrator recast all the
parts and the cue was redone after
lunch. That couldn’t have been done
even a year ago.

The fact that we will be upgrading
the SSL in Stage M to the new G Series
computer system to go along with the
SSL in Stage L, will give us the flexibil-
ity to do either records or film and
television in our Paramount facility,
which is located right in the middle of
the most successful film company in
the world.

Mix: When you think back over the
last 20 years, is there one particular
session that stands out as symbolizing
the “Spirit of Record Plant™?

Stone: There have been so many
magic sessions over the years. . .but if
there is a single one, I think it was the
first remote recording we ever did, a
little concert held at Madison Square
Garden in 1971, “The Concert for Bang-
ladesh.” To see the magic of those
artists, recorded live, exposed me to
the charisma of our industry, but also

showed me that truly historic music
canbe made if spontaneity is present.
I think it set the stage for the "70s, for
the kind of music that was to come;
many of the things that have spilled
over into the '80s were created in the
"70s, in terms of the people and the
music and the direction of rock and
roll. Even today, that concert is regard-
ed as a classic. It set a standard for
artists getting together for the common
cause and making great music with a
human goal.

Mix: What set Record Plant apart from
other studios in the beginning was an
attention to comfortable surroundings.
Is it still as important today as it was 20
years ago?

Stone: Absolutely, this feeling of the
environment being very important was
Gary Kellgren's belief, and demand.
When we started Record Plant, record-
ing studios were like hospitals: fluo-
rescent lights, white walls and hard-
wood floors. We turned the recording
studio into a living room.

The best and greatest compliment
that any artist who came to work with
us could make was, “My god, this is
beautiful—I want to live here.” I think
if there is anything that has made us
successful here in LA., it has been the
continuing requirement that our stu-
dios and control rooms be designed
for comfort. We want to put the artist at
ease, whether it’s a film scoring client,
or a heavy metal client. The proof of
the success of the concept is in the hits
that have been made in our studios.

A good example of that philosophy
is the new roof garden we just built.
One of our old friends, producer Tom
Allom, told me that we had everything
except a place to go outdoors, like we
had at the old studio on Third Street.
Well, the new studio takes up all of the
ground space, but Tom said that he
would buy the trees if I would build a
place on the roof. So we did it! It's
affectionately called “The Tom Allom
Memorial Roof Garden.” He’s still very
much alive, but admits to occasional
moments of being brain dead from all
the heavy metal he’s endured!

We're very proud of our history, but
we are always looking toward the fu-
ture. As the old saying goes: “Youain't
seen—or heard—nuthin’ yet.” |

David Goggin is a freelance journalist
specializing in the audio, video and
Sfilm industries.



What a difference a year makes.

Evcry musician has a choice. You
can wait for your big break, hope it
comes, and hope it's something you
can handle. Or you can make your
own break— by getting the finest,
most practical music education avail-
able. Doing it right may not take as
long as you think.

If your music is worth a year of
your life, the most challenging and
productive year you could spend any-
where is waiting for you —at the
acclaimed Grove School of Music in
Los Angeles. Grove students have
come from more than 40 countries
to launch their music careers in the
world’s busiest entertainment center.

Twelve different one-year programs

are offered at Grove. They are highly

systematic, giving you the intensive
precision education you'll need to cut
through the competition as a versatile
composer, arranget, instrumentalist,
singet, of recording engineer. Dramat-
ically expanding your knowledge of
musical styles, harmony, and the latest
technology, the Grove School of Music
has one constant mission: preparing
you to meet the real demands of

today’s music industry. That’s why all
Grove instructors are working profes-
sionals with proven ability to make

a living in music.

If you want to make a living doing
what you love, find out what a differ-
ence a year can make. Send us the
coupon below, and we’ll send you
information on courses of study, finan-
cial aid, degree programs, and more.
Or call us at (818) 904-9400. You'll
begin to see why Grove graduates are
the lifeblood of tomorrows music.

yore
SCHOOL OF MUSIC

Building careers in music.

yor°
SCHOOL OF MUSIC

PLEASE PRINT:

NAME

MAIL COUPON TO: Grove School of Music, 14539 Sylvan Street, Van Nuys, California 91411

1d like to know more about the programs checked below:

STREET

_] Bass Program

CITY

Program

STATE

PHONE ( )

2P

Program

Guitar Program
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71 Composing and Arranging
(J Film/Video Composing
S General Musicianship Program

Keyboard Program

O Percussion Program

O Professional Instrumental
Program

O Recording Enginecering
Program
Songwriting Program

[J Synthesizer Program

O Vocal Program



rrh
.'.'3%-

wre ‘ R.- LI

“PRIVENH

ok andthe intro- - %
the mid-'80s, things .

the" ustquegy: mtroducuon of
- othier IW@OStdmm
mv};mcno umekeepera off of their

’ Lhe pinch. With the advent of.
sive sampling technology bass

' LarryWIuidms Cl'edlfSI 1
" Michael Jackson, Eric: fdpion




= oo o o

o

1 Economy, Quality

Reliability

CETE T L G LT
Fostex Multitracks
2-16 Tracks

bbb

-ttt

m=m T T
: : P
3.
mEnli nENENEN) ISRNREED
| } J i ]
T mL__ EERE T
{ ‘y-‘“" ]
e r u i ]
1 T + 7 N\ 11
i mum l n\yuny J snsagw | T 8
R — o 3 b4 i < 5 s - t
gsssanss ,f‘,f.fé EENNS RS ARNENNiET S
unE .T. - 200 Presets inn

’.&J.. e
¢ ¢

S

1
—t

1.4

1 - S i

The Legend Continues...

T ’%, H

Digitech DSP 128

}
{

1
= RS

.

Tt v TPty

1: 03

t.c. electronic - t.c. 2290

- The Ultimate in Digital Processing!

‘I‘“‘I“ l‘“’L‘T!‘“lT‘f‘“i (“Yr

\x*,_‘_,i.L | 1]

JBL Studlo Monitors

(714)937 1237
(213)603-1000

(800)228-7622
471 Anaheim Blvd.
QOrange, CA 92668

/#RnpgssmmAL AUDID DIVISIBN | Py
IEEEEIEEREAEEERED
RS e 0 8 O O 0 5

. Sales

A * Rentals .

Circle #139 on Reader Service Card



AFTERHOURS
=  RECORDING
—._  COMPANY
r— ) |
v
() r
© s
o I Pl
p d g o 3 £
o > e-'.xg Ek
g =z ot =5
N 0 <2573 5=
-~ v UsXT © 3
® S.LTE @ o
_— _3350 > g;
(-] ;—-(9’: v— .:8’,
~— w8™ e E Q=
SEUEE o
R
(%)
c
s 8
(4] -~
SELE
(&) WEE o
£ 233
& 883:isEN
@] LOMU’V)
O F o @ c ©
PE e Z Eg O
[ . mELm
V\& 05))08.
(fé 5 ©8O @ o
gu :Otmg
L U)gg’Ew
(5 x E0 20
e B pgtggg
|||||| e "|||| F§823
"™ & < 2 5 =
| - — |

Circle #140 on Reader Service Card

Your business
IS important
to you. ..

Insuring it is
important to us

M&R Americana
Insurance Service, Inc.
serving the recording industry

Ask for Chick
(213) 453-3727

Circle #141 on Reader Service Card
68 MIX, SEPTEMBER 1988

was threatened. Now that the dust has
finally settled, one thing is becoming
quite clear: it's a keyboard player’s
world. The number of working guitar-
ists, bass players and drummers has
been whittled down to fewer than
played on a single Phil Spector date in
the '60s.

And since keyboard players (with
the assistance of synths, samplers and
drum machines) now have the ability
to build a record from the ground up
with very little outside help, the line
between session player, session engi-
neer and session producer has be-
come a fine one. Because of this, many
studio musicians who used to run from
session to session with a cartage truck
in tow, are crafting records in the com-
fort of their home studios. Many have
become world-class producers and
songwriters in their own right—now
that the means of sonic production are
firmly in their grasp.

To find out how the LA. session
scene has changed, we spoke to sev-
eral of the key players, whose com-
bined achievements read like a Who's
Who of the music business. All are
keyboard players. All are producers in
varying stages of maturation and devel-
opment. All are gifted musicians and
composers who can successfully
breathe life into the most timeworn
cliche. And all are very much in de-
mand in Tinsel Town.

MICHAEL OMARTIAN

Michael Omartian is one of the long-
time anchors of the LA. music scene.
As a session player, his keyboard and
arranging skills have adorned records
by Steely Dan, Dolly Parton, Billy Joel,
Al Jarreau, Barbra Streisand, Michael
McDonald, Boz Scaggs, Loggins & Mes-
sina, Tavares, Manhattan Transfer and
many others.

Asone of the first session musicians
to wear the producer's hat, he has
picked up three Grammys (including
the prestigious “Producer of the Year”
award) for his creative achievements.
His productions include Christopher
Cross’ Grammy-sweeping first album,
as well as LPs by Rod Stewart, Peter
Cetera, Donna Summer, Jermaine Jack-
son, Debby Boone and The Imperials.

Although he still gets called to play
an occasional date, he has little time to
play on more than his own produc-
tions, many of which are recorded in
his home studio. When we spoke,
Omuartian had just completed albums
for the Jacksons and Christopher Cross,

and was beginning projects with Jenni-
fer Rush, Francis Raffael (from the cast
of Les Miserables) and a new band
called The Sharks.

According to Omartian, the session
scene has all but dried up: “I've played
one session this year,” says Michael.
“That was for Bill Schnee who was
doing The Imperials. Other than that,
I've been working at my house cutting
tracks with my MIDI rig and some live
guitar. I've hardly seen any of the stu-
dio musicians that I used to work with.
Every once in a while, I'll run into
some of the woodwind and violin play-
ers 1 used to see, and their only outlets
are film and TV. It’s kind of a drought.
It's nice to play live, but it seems that
every one is getting locked into this
computer crazy stuff. It's unfortunate
in one sense, but at least you get things
sounding like you want them to.”

How has MIDI changed the way
Omartian works? “I love writing this
way,” he says. “I'mable to put together
a MIDI track in a couple of hours that
perfectly expresses what I'm trying to
do. That's one advantage. I've got a
console that is set up with my Yamaha
KX-88, which controls my racks of
MIDI gear, my computer, and drum
pads which are built into the console,
so I can sit in one place and do every-
thing. I'll bring in Dann Huff for guitar
and Larry Williams for sax overdubs. It
seems that everyone has a home re-
cording studio these days and works
the way I do.”

LARRY WILLIAMS

Larry Williams is doubly in demand.
Since he plays woodwinds and key-
boards with equal facility, he is able to
lead a dual existence as a first-call sax
and wind player and a first-call synth
and keyboard player. An original mem-
ber of the group Seawind (and its
famed Seawind horns), Williams has
since gone on to achieve considerable
success as a studio musician and ar-
ranger. His past credits include:
Michael Jackson, George Benson, Man-
hattan Transfer, Earl Klugh, Eric Clap-
ton and Greg Phillanganes.

He recently finished albums with
Jon Anderson, The Crusaders, Siedah
Garrett, Boz Scaggs and Brazilian com-
poser/artist Ivan Lins. As we talked,
Williams was at work on the Arthur Il
soundtrack with Burt Bacharach, tracks
for Sheena Easton, the Jacksons, and
U2 and was writing a song for Miles
Davis. He was also in the process of
installing an Otari 24-track and a 62-




input Speck console at his home
studio.

Where does Williams find the time?
“You just make the time,” he says. “I
enjoy the mix of things I'm doing, 1
don’t have any hobbies, I have a family
and 1 take vacations. Now that I have
the studio,  won’t have to cart my gear
around as much, and I can focus more
on my writing.

“As far as session work,” Williams
explains, “I don’'tdo movies or jingles
—1 concentrate mainly on record
work. And they want players who are
good at building tracks from the
ground up. That’s what I like to do,
and no matter what anyone says, that’s
like producing as far as I'm concerned,
even if you don't get credit for it. It is
real creative but it also can be demand-
ing, depending on who you're work-
ing for. I'm working for Richard Perry
right now; he’s very brilliant, but also
very demanding.

“Rod Temperton is a guy that likes
to check out all of the options. With
him, it doesn’t have to be good—it has
to be great! I like being pushed like
that. I also like creative guys who like
to work on the fly and not overthink it,
like Stewart Levine. It can be frustrating
sometimes, but building tracks is the
logical growth step for me musically
and I really enjoy doing it.”

ERIK PERSING
Erik Persing is a relative newcomer to
the session game. He started as a sales-
man for a music store, developed into
an incredibly creative synthesizer pro-
grammer and became a product spe:
cialist for Roland Corp-U.S., a company
forwhich he still servesas a consultant.
One of his achievements while at
Roland was developing the factory
patches for the ubiquitous D-50 syn-
thesizer and portions of the sound
library for the S-50 sampler—sounds
that are used in many commercials,
movies and records. Because of his
skill with synthesizers, Persing soon
found himself pulled into the record-
ing scene by producers who became
familiar with his talents at clinics and
NAMM shows. His credits include
Michel Colombier, Deniece Williams,
Night Ranger and REO Speedwagon.
“I'm kind of unusual in many ways,”
he admits. “I didn’t come intothe ses:
sion scene in the normal way, so I
guess it was kind of a fluke. Most stu-
dio musicians got their starts in great
bands or because their fathers were
established studio players, so there
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Erik Persing

was kind of a4 musical legacy. When |
was a salesman, it was pretty dead [at
the store] and I'was able to spend a lot
oftime learning the equipment. When
I got into programming. | assumed
that part of playing a svnihesizer was
knowing how to program it. Since that
wasn't the case, | was able to get into
the studio thing through the back door,
$0 to speak

“What I do from duv to dav varies
withthe project,” Persing explains. “For
Michel Colombier, I go in and create
his entirc orchestra sounds that he uses
just for that project He always wants
things to be new and creative. When |
do programming work for other key
board players, I dont have to bring
any gear. Itis kind of a luxury for them,
but they really like it because it allows
them to concentrate on their plaving
and arranging. Lately, I've been doing
a lot more sequencing and building
tracks from the ground up. That seems
to be a trend that is becoming really
popular. Alot of peop:e are beginning
torealize their own limitations, despite
the technology, and they are learning

that it thev hire someone to play or
program. it is going to sound better.
On projects like Night Ranger and REO
Speedwagon, Tactually get to play. It’s
really tough to create a great sound
and watch someone else phy it!”

ROBBIE BUCHANAN
Any time you listen to a great ballad
with a sparkling electric piano, check
the credits. You just may be listening
to Robbie Buchanan. That sound has
become his signature and has been
used to great effect on such classics as
“Never Gonna Let You Go' by Sergio
Mendes, and “Saving All My Love for
You,” “All at Once™ and “Didn’t We
Almost Have it All” by Whitney Hous:
ton. Besides having tasty ballad chops,
Buchanan has also worked on projects
by a wide variety of artists, including
Michael Jackson, Jeff Lorber, Chaka
Kahn, Bunny DeBarge, Natalie Cole,
The Imperials, Michel Colombier and
Amy Grant.

Buchanan is equally adept at com
posing, producing, arranging, pro-
gramming and playing—attributes that



have made him a studio staple for sev-
eral years. In the past year or so, he has
built a home recording studio to house
his growing MIDI and effects arsenal.
His studio has become the focal point
of many of his projects. At the time we
talked, Robbie was co-producing Bill
Medley with Dennis Lambert and Barry
Mann.

“I think, as far as keyboard players
are concerned, there are fewer record
dates to go around than there ever
have been,” he says. “I've been fortu-
nate enough to carry on with records,
because that is really what I like to do.
I think that’s because sequencers have
become so popular and writing has
taken on a completely different flavor.
There is much more sonic involve
ment. People now have the ability to
take a great sound and write a song
around it. Anybody can take a $250
sequencer and become a great key
board player overnight. Of course,
there are some things a keyboard play-
er can do that a sequencer will never
be able to do, and thank God for that.
Because of that, writing has become
much more of an attitude.

“Some of the demos you get nowa-
days are so elaborate that the producer

will get the writer to do the track. Hap-
pily, there is still enough left for me to
do. I'm only doing 85 to 90% of what 1
used to, but that's good for me because
I hate to turn down dates and I need
the time to write. Most of the session
guys I used to work with are doing
movie soundtracks. It is definitely a
keyboard player’s show. I work on a
project more than anybody besides the
producer, engineer and artist. As far as
sessions go, keyboard players are go-
ing to continue to be the mainstay.”

RHETT LAWRENCE

A Rhett Lawrence track is decidedly
deceptive. Just when you think you are
listening to a real band, you take a
look at the liner notes, and one name
flashes before your eyes: Rhett Lawr-
ence. When he was just 20 years old,
Lawrence took the money he made
from writing jingles and poured it into
the then new and revolutionary Fair
light CMI Series 1. “Around the time 1
bought the CMLI,” he remembers, “I
got appendicitis, so there was nothing
to do while 1 was recovering except
sample and build up alibrary.” He has
since upgraded the original Fairlight
CMI to aSeries 11-X and added a Series

And some people sfill want fo record in LA,

CARRERA RECORDING STUDIO - 1504 COLUMBIA AVE. #3 « RIVERSIDE, CA 92507 - (714) 784-5777

Rhett Lawrence

111 to his collection, as well as an assort
ment of MIDI gear.

With his pair of Fairlight CMIs and
rack of MIDI gear, Lawrence has
worked his musical magic fora diverse
roster of artists, including Earth, Wind
& Fire, Belinda Carlisle, Neil Diamond,
Julio Iglesias, Michael Jackson, Barbra
Streisand, Amy Grant, Van Halen, Rich
ard Marx and Chicago. Recently, he
contributed to the latest Boz Scaggs
album and a duet by Phillip Bailey and
Little Richard called “Sweat.” Lawrence
has recently moved into writing and
producing—planned projects include
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the next Phillip Bailey album, and
song for Caddyshack Il by Earth, Wind
& Fire.

“I really enjoy playing and I think
that there will always be room for great
players,” Lawrence says. “‘But for me, I
have found myself arranging tracks
constantly and artists began asking me
to co-produce with them. The home
studio trend has also become a big
factor. Michael Landau [the session
guitarist] lives a few blocks away, and
a lot of times we’ll do a track at my
house and then take the tape over to
his house and do guitar overdubs.

“MIDI has also had quite an impact.
I remember that a few months before
MIDI came out, I almost had Jim
Cooper [president of J.L. Cooper Elec-
tronics, and himself an accomplished
musician] design and build an inter-
face to make my Fairlight “talk” to my
Rhodes Chroma. That would have
been an incredibly expensive propo-
sition. Thankfully, though, MIDI did
come out making that unnecessary.
MIDTI has encouraged other musicians
to get into electronics because it gives
you such flexibility and power.

“The fidelity of the CMI is so high
that it can sample higher than you re-
cord on tape. Even drummers like
Stewart Copeland can get involved in
writing film scores with the help of
instruments like the Fairlight. I think
the technology is headed toward the
workstation—one unit that will allow
you to sample, sequence and record
direct to disk.”

ALAN PASQUA

Alan Pasqua is a closet jazz player who
began his career on the road and
moved into the studio. He was a ses-
sion and road keyboard player with
Eddie Money, the Tony Williams Life-
time, Bob Dylan and Carlos Santana.
When he returned to LA., he moved
into the studio and worked with Keith
Olsen on Pat Benatar, Rick Springfield
and Sammy Hagar albums. He still
plays jazz trio gigs around LA. with
such illustrious musicians as Vinnie
Coliuta, Chuck DeMonaco and John
Pattitucci. Pasqua recently put together
aband with fellow session player Dann
Huff on guitar, and is negotiating a
label deal. His credits include Barry
Manilow, Deniece Williams, Larry Carl-
ton, Night Ranger, Lalo Schifrin and
the CBS network news theme. These
days, he spends most of his time on
film dates, though his record dates are
on the rise.
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Alan Pasqua

“I am seeing fewer and fewer full
blown synthesizer scores, which I'm
glad of,” Pasqua observes. “Orchestral
scores are coming back. However, the
writer’s strike has put a crimp in film
work. Record dates had slacked off for
a while, but now it looks like they are
coming back.

“Ithink LA. isalive and well as far as
session dates are concerned. I don't
see synthesizers as predominant any-
more. They are just like drum ma-
chines. They came in, they did their
thing and they found their home. Of
course, some keyboard players will
take an artist and pre-produce them at
home with their computers and se-
quencers, and then go into the studio
and cut the tracks.

“I'm not a big fan of those kind of
records,” he admits. “I like bodies in
the studio; musicians playing together.
I'm not a fan of sequencing. I'm not a
fan of computers. I like to use comput-
ers to keep track of financial data, not
musical notes. I have a sequencer, but
it doesn’t sound the same to me. If
there is a problem, your focus moves
away from the music to fixing a tech-
nical problem, which can take hours. I
find them tedious and not really the
essence of music. I've become known
asa ‘feel’ guy. I don’t play perfect solos,
but they feel ‘right.” It may not be a
technically perfect event, but it has
soul. And that’s something that you
can't get out of a sequencer.” |

Tony Thomas is managing director of
Target Communications Internation-
al, a full service ad agency, broadcast
production firm and MIDI-based re-
cording studio based in Soutbern
California.



This is the mixing console that will cause a
revolution in 24 track studios.

The world's first Dual Mode mixing console.

With the advanced features and performance of
a desk you'd expect to cost a great deal more than it
actually does, it's a remarkable achievement. Take
Dual Mode.

When you record with the TS12, its in-line
monitoring means you create a control room mix on
the main faders.

In mixdown this beccmes the basis for your
master mix. Saving time and helping you keep a train
of thought as to how the final mix will sound.

Unlike other in-line desks, though, the TS12 also
allows true stereo subgrouping on long-throw group
faders.

In this mode the routing matrix offers either six
stereo groups or four extra auxiliary sends - totalling
ten sends - plus four stereo groups.

No other console in the world provides such
versatility.

The TS12 is an open-ended investment, with op-
tional disc-based SMPTE automation for faders,
mutes, EQ infout and auxiliary on/off. Again, at the
price it’s unique.

And fittingly, audio performance is superb.

Recent Soundcraft advances in summing amp
technology, and in grounding and decoupling systems,
make the TS12 one of the cleanest and quietest
consoles ever.

The mic amplifiers, a critical factor in console
quality, create less than 0.01% distortion at 10kHz at
70dB of gain. (Easily exceeding 16-bit digital
specifications.)

Standard features are impressive, to say the
least. Six auxilliary sends, seven stereo line inputs or
effects returns, a ‘musician friendly’ headphone mix,
an extensive 19" metal frame patchbay - and the
option to create a massive total of 102 inputs.

Quite a line-up.

Attention to detail is equally stringent with
modular PCBs, no dual concentrics and a clear, logical
layout that belies the sophistication inside.

But the most remarkable feature of the new
TS12 is without doubt the price.

We suggest you call us today to find out just how

remarkable.

ALL THE FEATURES YOU’'D EXPECT
IN A $50,000 CONSOLE, EXCEPT ONE.

THE PRICE.
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Soundcraft

MAX 102 INPUTS WITH 36 CH FAAME @ SUMMING AMP NOISE -125¢Bv EIN @ MIC AMP -128dBv EIN (20011) @ MIC AMP DISTORTION <0.01% THD AT 10kNz AT 7008 GAIN @ -850Bv AUX SEND KILL AT ALL FREQUENCIES @ CROSSTALK TYPICALLY -7068 AT 10kHz (-85dB YkHz) @ MAXIMUM 26¢8v QUTPYT
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by Robyn Flans

Cherokee Studios is considered by
many engineers and producersto be a
Calitornia recording institution. What
began life in 1970 as a demo studio for
the band The Robbs (known later as
Cherokee) out on Cherokee Ranch in
Chatsworth (a San Fernando Valley
suburb, above LA.) has hecome one
of the area’s leading facilites.

For The Robbs. Midwestern trans
plants, there was never any doubt that

74 MIX, SEPTEMBER 1988

they would set up shop in California.
“We moved to Calitornia in 1966 when
we were doing ‘Where The Action Is.”
We loved California,” recalls Dee
Robb. "My hrothers and I were raised
on a farm, so we loved the [Chats
worth! ranch and the horses. The
whole industry was right here and we
felt very comfortable.

‘Wetried living in New York in 1968,
and hated it,” Robb continues. “We
hadto gothere because we had signed
with Atlantic; at that time, the label

(Left) Studio 3’s
control room
at Cherokee is
equipped with
a 36-input Tri-
dent A-Range
console, Otari
MTR-90 24-track
and MTR-12
mastering
machines.
Audio-for-
video sessions
are accom-
modated with
aTimeline
Lynx SMPTE
time code
system.

Cherokee's co-
owner Dee
Robb at the SSL
console in
Studio 2.

hardly had an LA. office. We ended up
spending a vear there, recording and
producing some other acts for the
label, but we didn't like the atmos-
phere in New York. That's why we left
Atlantic, so we could return to Los
Angeles.”

The group was signed to ABC/Dun-
hill Records when it started building
what was, by 1970 standards, very un-
usual: a home studio. “In those days
there wasn't any semi-professional re-
cording equipment available,” Robb
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says, “‘so it was either full-on profes-
sional studio stuff or just a tape re-
corder and microphone. We began
to acquire professional equipment,
starting with a 4-track setup. In the
early "70s, 24-track was brand new
and 16-track was the main format. We
ended up buying out a small produc
tion studio in Santa Barbara for some
thing like $11,000. We chose a barn on
the ranch that wasn't being used, and
converted it into a studio by adding a
control room.

“Because of all ouryears in the busi-
ness as artists, the band had many
friends and acquaintances who would
come out to the ranch to visit and ride
horses. A lot of these people were art
ists. The next thing we knew, some-
one wanted to make a demo. People
like Del Shannon, Brian Hyland and
some older artists we had toured with
came to the ranch. I believe Del Shan-
non was the first case in which a demo
we recorded was released as a single.

“Atthat point, we realized there was
some commercial potential here,”
smiles Robb. “We were doing less and
less touring and, with one thing lead
ing to another, we expanded to 16-

track. I believe we were the first studio
in California equipped with MCI con
soles and multi-track. We started doing
some Little Richard records, and a few
medium-sized acts.

“Then a friend of ours who was an
engineer at ABC Studios called and
said he was recording Steely Dan. They
were just starting the Pretzel Logic al
bum and wanted to come out and see
the studio. They liked it and said they
would do the album at the ranch if we
put in a 24-track machine with dbx
noise reduction. We did, and Pretzel
Logic was our first gold and platinum
album. Our first platinum single was
Disco Tex's ‘Get Dancing,” produced
by Bob Crewe.”

In late 1974, however, the local zon
ing department shut down the ranch
operation while the brothers were en
gaged in various other projects. They
scrambted for a few months, taking
acts such as Rick Nelson and Wolfman

Jack to other local studios until they

discovered that MGM (on Fairfax Ave.
in Hollywood) was up for sale.

“We negotiated and took over the
studio right after New Year's in 1975,
Dee Robb recalls. “MGM was a 16

Cherokee Studio 1's control room is equipped with a custom console
based on Trident A-Range modules. Forty-eight mic/line input chan-
nels, 24 monitors and eight dedicated effects returns provide a total
of 80 line-level inputs for mixdown, each with ten auxiliary sends per
channel. The recording area is 32 x 52, with a 15-f. ceiling height.




“I don’t know how
anyone can operate
a studio who

doesn’t actually
record in the
rooms themselves.”
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to record in the new studio.” : ?r)ger/m tTgf)Séstjixing TS B Greai Atmosphere
Although every family member is B Otari MTR 90 247Track

involved in all aspects of studio busi B Otari MTR 12 Mastering
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John Rass / Owner

Father David is the president of the B Yamaha REV 7
company; eldest brother Dee is chief @ Yamaha SPX 90l
day-to-day operations; middle brother Circlo #195 on Reader Service Card
Joe leads the engineering and plant
operations departments; and younger ‘
brother Bruce looks after special proj
ects and independent ventures (in
cluding tour bus rebuilding, a marine
boat business and an electronics man
ufacturing company).
“We've always felt it is important,”
notes Dee Robb, ““that at least one of
us is working in the rooms at Chero
kee at any given time, because it’s im
possible to have a good technical grasp
of the studio operation unless one of
us uses it ourselves.
“An independent client can come
in and won't notice little changes that
we'll notice right away. Small changes
usually tell you that you're going to ||I
do something about it. I don't know
how anybody can operate a studio
rooms themselves. It is of the utmost I—l l l l 'Q'— DISC
importance to our operation here. At
Cherokee, we go for that personal, SLL’E'EfnS
S — - COMPLETE ANALOGUE & DIGITAL MASTERING SERVICES
Robyn Flans is a Los Angeles-based free
0 roCk music, she also contributes to 3475 CAHUENGA BLVD WEST HOLLYWOOD, CALIFORNIA 90068
Mix, Modern Drummer, Pulse, Words 213) 876-8733

executive officer, and takes care of
have to face a big change if you don't H”“
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who doesn’t actually record in the II
hands-on approach.” n
lance writer, The author of three books FOR COMPACT DISC, RECORD & CASSETTE MANUFACTURING
& Music and otber publications.
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IN THE CALIFORNIA RECORDING BUSINESS

by Iain Blair

You're a new engineer or producer in
town,; young, full of energy and amply
endowed with talent, not to mention a
great pair of ears. You've studied hard,
and you're determined to succeed in
the Southern California recording
business.

Just how do you go about breaking
into what is arguably the most reward-
ing—andmost competitive and over-
crowded—part of this profession?

Aftertalkingto four top-flight talents
who've made it, and made it big—pro-
ducer Dennis Lambert, engineer/pro-
ducer Larry Brown, plus engineers Joe
Chiccarelli and Ed Thacker—the an-
swer appears to be: any way you can!

“There’s no structure, no rules,” says
Chiccarelli, whose credits include The
Bangles, Pat Benatar and Frank Zappa.
“Do anything—even sweep studio
floors—to get that initial break.”

“That break is all-important,” Brown
agrees, “but you also have to know
your stuff, otherwise it’s a wasted op-
portunity. Everyone needs luck, but at
the end of the day, success is a mixture
of hard work, perseverance and talent.
There’s no short cut!”

Dennis Lambert

Originally from New York, this well-
known songwriter/performer-turned-
producer has been based in LA. since
1968, when he relocated along with
famed arranger/producer Don Costa.

“During the '60s,” he reports, “I'd
performed and written a lot of songs
for groups like Freddie & The Dream:-
ers and the Nashville Teens, before
becoming a staff producer at Mercury
and later working with Don.

“The move to Southern California
kicked my career into a higher gear,
because 1 also started getting involved
with soundtrack and TV work [Lam-
bert scored Billy Jack] and working
with top bands like Steely Dan and
Seals & Croft.”

After working at ABC-Dunbhill from
1971 through 75, Lambert formed his
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own label, Haven Records, and pro-
duced and recorded for the company
until the late "70s when he joined CBS
Records. Since then, he has operated as
an independent producer and writer,
and is currently working on projects
with Dionne Warwick, Natalie Cole
and Jermaine Jackson.

“The great thing about being based
inSouthern California is that there’s so
much musical talent concentrated out
here—and 1 don’t just mean the art-
ists,” he explains. “All the best session
players are here, so you can record
anything you want; you're nevershort
of players.

“The other huge advantage from a
production point of view is the sheer
number and high standard of studios
and personnel in the area,” he con-
tinues. “There are some great rooms
back East, but LA. has more consistent-
ly great-sounding studios than any-
where else in the world; that, in tumn,
attracts the best engineers and main-
tenance people.

Dennis Lambert

“My favorite studios? Soundcastle,
Ocean Way, Bill Schnee’s place, and
the Music Grinder—they're all great
for live tracking. I've also been doing a
lot of work at Summa Music Group’s
hot, new SSL-equipped studio. And 1
rate mix rooms like Can Am and Rob-
bie Buchanan’s home studio.”

According to Lambert, home-use
studios are another big plus in the
Southern California area. “They're in-
credibly well-equipped,” he consid-
ers, “and can often specialize in just
one field. I'm currently building my
own, which will be equipped with a
digital 32-track Mitsubishi X850 and a
24-track analog.

“There’s now so much great equip-
ment available that anyone with talent
can make a good-sounding demo. The
home studio with an 8-track, or even
4-track, is the way to start.

“Compared tothe time I first started
in the business, today even demos
sound like masters. So, if you've got
good ears and ideas, at least you can
get those ideas down on tape. The
technical revolution over the past few
years has opened up recording to far
more people.”

But Lambert sounds a warning about
the widespead use of computer and
MIDI technology. “Today’s producers
and engineers have to be extremely
well-versed with all this technology,
and especially the outboard gear. 1
think there’s a big danger, however, of
new guys skipping over the rudiments
of recording.

“The temptation is to spend time
learning all the latest MIDI applica-
tions and how to sample, etc., and in
doing 50, forget how to even mic up a
snare drum.

“Obviously you need the latest tech-
nology, but my advice to people trying
to break in is cover all the bases.

“You should know how 4 live snare
sounds, even if you're not using it all
the time. It’s so competitive in LA. that
any edge you can give yourself as an
engineer or producer will ultimately
pay oft.”
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Larry Brown

This multifaceted engineer/producer/
musician was born and raised in Los
Angeles, and for the past 40 years has
never strayed far from the Southern
California music scene. “Looking back,
I always think how lucky I was to grow
up here,” he comments, “surrounded
by all the L.A. players and the studios.
It definitely helped me break into the
business.”

Having cut his teeth playing in a
succession of local bands, first as a
keyboardist and then a drummer,
Brown also started engineering rec-
ords at the tender age of 16. “I was
inspired by Thorn Nogar—I went to
school with his son—who'd engi-
neered a lot of the early Elvis sessions,
and who also owned Radio Recorders
[one of LA.’s oldest facilities, and now
the site of the new Record Plant],” he
recalls. “Thom was one of the first
people I knew who had a studio in his
house, and that got me interested.

“My first engineering credit was cut-
ting a record with Frank Waring when 1
was 10, and then I started mixing with
another friend, Mike Lietz, who was at
Moonglow [now the Sunset Sound
Factory),” he continues. “I ended up
becoming first engineer for an early
Harry Nilsson record, totally by
chance. That’s one of the great things
about the LA. scene back then—there
was so much going on, and you'd nev-
er know what you might fall into.”

In fact, despite becoming a success-
ful studio musician and working with
the likes of Andy Williams, the Fifth
Dimension and Jose Feliciano, Brown
fell more and more into engineering
and producing and, in the late '70s,
decided to quit playing professionally
altogether in favor of concentrating on
engineering/producing.

“I think the turning point was
when I got involved with Doug Saks
at The Mastering Lab,” he says, “where
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I did all the original direct-to-disc
recordings.

“Since then, I've engineered and/or
produced and co-produced Al Jarreau,
Olivia Newton-John, Jennifer Warnes,
Ted Nugent, Eddie Money and Tower
of Power, among others, as well as all
of George Harrison's music for Shang-
bai Surprise—a pretty eclectic bunch.

“Another bonus of being based in
LA. is that I did two years of live broad-
cast for the Prime Ticket Summer Con-
cert Series from the Forum,” Brown
adds, “and, of course, there’s all the TV
and film work out here.” (Brown has
scored nine movies, a season of The
Tracey Ullman Show, and is about to
doa 14-show series for Paramount TV.)

Brown, who built Producers Work-
shop studio in 1970 and Pasha Studios
in 1978, now has his own 24-track
home studio.

“That’s another advantage of the
Southern Californiascene,” he reflects.
“Having your own home facility is a
dream that can become a reality here,
unlike, say, in Manhattan [where real
estate and operating costs are dramati-
cally higher]. But, of course, it also
means that there are more engineers
and studios here than anywbere else.

“And that’sa major problem if you're
trying to break in the scene here,” he
continues. “There are so many people
coming into town, and the competi-
tion is extremely tough. The fact is, it’s
an overcrowded profession; but there
are a lot of hackers out there and
there’s always room for talent. You've
just got to be prepared to stick at it.”

Commenting on trends in the South-
ern California studio business, Brown
points out that “all the electronic/com-
puterized hardware is now so cost-
effective that every home studio is
incredibly well-equipped—that’s a big
plus for scoring TV shows and movies.
On the other hand, I also think that
there’s a move away from electronic
sounds back to real live musicians,
which is healthy.

“Today’s engineers have to be more
technically proficient than ever before,
because of all the new equipment. 1
had to learn all about MIDI and com-
puters. But I think it's also very im-
portant for the new guys to learn and
know the old tricks like how to mic a
drum set, or set up for a string session.

“And that’s particularly true here in
Southern California where you can be
called upon to do everything from a
highly complex movie score to the
simplest, local garage band who are

in the studio for the first time and
want to preserve their raw sound. You
have to know both the roots and the
cutting edge.”

Joe Chiccarelli

Joe Chiccarelli grew up in Boston and
played around the local club scene
before moving into engineering and
building his own 24-track studio.

“1 was pretty successful, too,” he
recalls, “but L always felt like a big fish
ina small pond and I knew that, soon-
er or later, I'd have to make the move
to LA. and ‘the big leagues.’

“I was always attracted to the scene
out here. I actually came out in 1972
looking for work, but CBS had just laid
off 30 engineers, so my timing was bad.
In 1976 I took another shot and luckily
landed a gig at Cherokee Studios as a
staff assistant engineer. It was a great
opportunity, ‘cause the studio was real-
ly hot at the time, and I worked with a
lot of big artists like the Bee Gees, Jour-
ney and Rod Stewart. But it was also
somewhat frustrating, as I was used to
doing all my own engineering.”

But after nine months, Chiccarelli
got a big break when Frank Zappa ar-
rived fora session and needed an engi-
neer. Cherokee assigned Chiccarelli
and the two hit it off. The result was
the classic Sheik Yerboutialbum and a
partnership that lasted for five more
albums.

“I got another lucky break when
someone at The Village Recorder rec-
ommended me to Poco, and I ended
up doing their big hit LP, Legend,” he
adds. “That, in turn, led to platinum
albums with Juice Newton and Red
Rider. A lot of this business is word-




STSEWS AW W EBEE Qa i 0
| |

|ALESIs aI~rDOWEDR TT
]
]

" |
AY / AY / AY / ' L ARGE
o~ ” O~
R | ] ]
rd ~ rd ~ ~
/ AY / \. / AY
INPUT MIX QuUTPUT

Imagine a digital reverb that is so goodyou can make
records with it. And is so affordable you can easily put
several in a 4 track home studio.

You've justimagined MICROVERB®|I. The almost im-
possible combination of professional sound quality and
affordability. 16 classic digital reverb programs. The
cream of the crop in one box. What could be more
simple? Or useful. For records, demos, on stage; any-
where and everywhere your music needs to sound
inspired.

From sparkling vocal chambers and natural ambient
rooms to deep instrumental washes and explosive
gates. With the simple turniof a knob you choose the
right one. As your imagination sees fit.
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of-mouth.

“The Southern California studio
scene is definitely different from any-
place else, because a lot of the work
out here is now being done in home
studios instead of the big commercial
facilities, which is the more usual sit-
uation back East. And a major by-prod-
uct of that trend is that more people
are spending more time mixing than
ever before.

“It used to be the norm that you'd
mix [at a rate of one] track a day, but
now it’s fairly common to spend two,
three, even four days getting the per-
fect mix. Of course, the new technol-
ogy available has beena bigfactor. First
off, computer recall on today’s boards
[of front-panel settings] gives you an
incredible amount of control that just
wasn'’t there before for an engineer.

“Then there’s sampling, which has
proved to be even more revolutionary.
Alot of the time, people are replacing
sounds in the mix, especially drum
sounds and vocals. And then mixing
to DAT is also becoming very popu-
lar now; I'm doing a lot of sessions
like that.”

Despite emphasizing the over-crowd-
ed nature of the LA. recording indus-
try, Chicarelli is quick to stress that,
“Southern California, in general, and
Los Angeles, in particular, are enjoying
a huge boom in recording right now,
and I think a lot of that’s to do with the
new [remodeled and re-equipped]
A&M Studios. They have such a world-
class facility that it’s drawing artists and
musicians, producers and engincers
from all over the world. So, in a very
real sense, A&M has upped the compe-
tition everywhere here.

“From a specifically engineering
perspective, 1 also feel that, at last, rec-
ord companies are beginning to re-
alize the difference between a good
record and a great record; a difference
that can translate into the gap between
a million seller and a 5- or 6-million
seller. And that difference can be solely
attributed to the extra time taken on
the mix.

“All this is good news for the LA.
studios,” Chiccarelli says. “I used tobe
more of a fan of the New York rooms,
but now look at the studios here in
LA.: rooms like A&M, Conway, The
Village Recorder, the Soundcastle,
Ground Control and the Grey Room.
Man, you just can’t beat ‘'em.”

Ed Thacker
Ed Thacker, who describes himself as

“principally an engineer,” grew up in
San Diego, but moved to the Los An-
geles area at 18 to attend the UCIA
Music School. “I come from a musical
background rather than a technical
one—I started off playing trumpet,”
he says. “But once I knew I wanted to
get into the music business, the move
to LA. was inevitable.

“In my opinion, there are only real-
ly three places in the world where you
can make pop records and become
involved in films, soundtracks and TV,
and those are Los Angeles, New York
and London. That’s where a/l the main
studios are located, where the players

PACIFIQOUE
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STUDIO

and where the majority of artists are
based. It's also where the cutting edge
of technology first appears in studios.

“Of course there’s a thriving record-
ing industry in every major city but,
personally, you can’t beat the scene
here in Southern Califoria. It’s certain-
ly been good to me, and I wouldn't
really consider basing myself any-
where else, although I've worked all
over the world and recorded in five
continents.

“How do you break into the scene?
Any way you can, and [ mean any way!
I started off at A&M [Records] in the
advertising department, because I fig-
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ured at least I'd be there on the lotand
in regular contact with the recording
aspects.”

Thacker was right. After a year, he
was hired as a trainee engineer and
began the slow climb up the ladder.
“Trainee engineer means moving pi-
anos, setting up machines and sweep-
ing floors, but it’s a foot in the door. In
this business you learn by observation
and perseverance,” he stresses. “You
work and learn and wait for that
break.”

For Thacker, the “break” came in the
unexpected shape of Supertramp.
“They came to A&M to record Crisis,
What Crisis? with Ken Scott, whom I'd

always admired because of his work
with Bowie, and I landed the assistant
engineering job,” he reports. “That
was my first break and, from there, |
went on to do albums with The Tubes
and Stanley Clarke. Because Ken grad-
ually gave me more control and re-
sponsibility, it was an incredible learn-
ing experience.”

In 1977, Thacker decided to go inde-
pendent. ““I was getting a lot of offers,
and I really wanted to become a first
engineer and run my own ship,” he
says. “‘So I began by doing more work
with Stanley Clarke, and then gradually
branched out more into production as
well in the early '80s.” During this peri-

JBL * SOUNDCRAFT * UREI * OTARI * CROWN * LEXICON
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Multitrack, Keyboards, Music Software
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Ed Thacker

od, Thacker produced two albums for
Tommvy Tutone and worked extensive-
ly with Cyndi Lauper, producing her
Goonies soundtrack material.

“But about four years ago, I decided
to concentraie on engineering again,”
he states. “I decided I was more effec-
tive that way, and I enjoyed it more.”
Since then. Thacker has been much in
demand, working with such varied acts
as Loverboy, Manhattan Transfer and
Pat Benawar. At the time of our inter-
view, he was at Ocean Way Studios
working on a new XTC album.

“The great thing about being based
in Southern California is that there’s
always somuch going on here, and it’s
so eclectic,” he says. “People, particu-
larly back East, tend to typecast the LA.
scene as ‘the laidback sound,’ but that’s
50 far from the truth today.

“The studios out here are consistent-
ly the best-equipped and best-stocked
studios in the world, and I've been
everywhere. I also think they're more
service oriented—maintenance is a
high priority, and that's a big considera-
tion when you’re an engineer. And,
because of that, there has been a defi-
nite boom in the Southern California
recording industry in recent years—
this is where it's happening!

“As for general trends in engineer-
ing, it’s obviously so much more tech-
nical today because of all the equip-
ment advances. It's actually a full-time
job just keeping up with all the latest
gear. [ spend my life reading new man-
uals, because you bhave to understand
the new tools of your trade.” |

lain Blair is a widely published free-
lance writer based in Los Angeles.
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Music Annex offers an outstanding envi-
ronment for audio production. Our two studios, lo-
cated in the heart of downtown San Francisco, give a
client access to the finest technology available for
television, radio and media production.

Our award-winning staff is dedicated to
providing you with the highest level of service
anywhere We specialize in creating, assembling and
mixing audio and video soundtracks for a wide variety
of clients. We can also develop original music and
sound design utilizing our Emulator lIl/Macintsoh I/
Dyaxis digital audio workstation.

Take the opportunity to visit our studios,
have a cup of our great coffee and listen to our reel.
You'll hear why our clients keep coming back.
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Randy Bobo, Patrick Fitzgerald, Roger Wiersema,
Linda Lew. Dimensions: Control One- 28X23; Studio
One- 12X16; Foley One- 12X8X15; Control Two-
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corders: MCI 24 TRK, Otari MTR-12 2-TRK w/CTC,
Otari MTR-10 1/2” 4-TRK, Otari MX5050-IIl 8-TRK,
Synths/Computers: EMU Emulator Ill, Apple Macin-
tosh |, IMS Dyaxis. Video & Film Equipment: Sony
BVH-1100 1" C-type VTR w/TBC, JVC CR850U (2),
JVC VHS hi-fi, MTM Mag Dubber. Other: audio dupli-
cation of cassette and reel-to-reel for distribution and
broadcast. Original music composition and scoring
available; comprehensive music and sfx libraries.

A 14 Page Ad

BUSINESS PAGES!

1/2 Page Ad §

Services & Equipment Offered

Facility Manager: Angela Goodison Engi-
neers: Randy Bobo, Patrick Fitzgerald,
Roger Wiersema, Linda Lew. Dimensions:
Control One- 28X23; Studic One- 12X16;
Foley One- 12X8X15; Control Two- 18X12;
Studio Two- 13X12. Consoles: AMEK 2500
w/ automation 28X24; AMEK/TAC 16X8;
Audio Recorders: MCI 24 "RK, Otari MTR-
12 2-TRK w/CTC, Otari MTR-10 1/2" 4-TRK,
Otari MX5050-1l1 8-TRK, Otari & Ampex 2-
TRKS. Cassette Recorders: TASCAM 122
5); Noise Reduction: Dolby A (24), Dolby

R (4 ), dbx 150 (8). Synchronizers: AK Q-

MUSIC ANNEX, INC.

Lock 4.10 (2). Signal Processing: Lexicon
480L, Lexicon 224, Yamaha & ADA delays.
Microphones: AKG,Sennheiser,RCA,
Shure. Monitors: JBL, Yamaha, Auratone.
Synths/Computers: EMU Emulator i,
Apple Macintosh Il, IMS Dyaxis. Video &
Film Equipment: Sony BVH-1100 1” C-
type VTR w/TBC, JVC CR850U (2), JVC
VHS hi-fi, MTM Mag Dubber. Other: audio
duplication of cassette and reel-to-reel for
distribution and broadcast. Original music
composition and scoring available; Compre-
hensive music and sound effects libraries.

69 Green Street, Second Floor
San Francisco, CA 94111

(415) 421-6622

FAX: (415) 391-4905

ARM, MIDI, WP, APPV,

APPF,VP,VPPE, FS/RR,TD

Music Annex offers an outstanding

environment for audio production. Our two
studios, located in the heart of downtown
San Francisco, give a client access to the
finest technology available for television,
radio and media production. We are within
walking distance to SF's largest advertis-
ing and corporate clients.

Our award-winning staff is dedicated to
providing r%/ou with the highest level of serv-
ice anywhere.We specialize in creating,
assembling and mixing audio and video
soundtracks for a wide variety of clients.
We can create original music and sound
design or edit existing music directly to
picture. We can also _develo_P _original
music and sound design utilizing “our
Emulator Ill/Macintosh Tl/Dyaxis digital
audio workstation.

Take the opportunity to visit our studios,
have a cup of our great coffee and listen to
our reel. You'll hear why our clients keep
coming back.
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(Above) Lion Share’s Studio A
control room features a 56/48
Neve Model 8108 equipped with
a GML moving-fader automation
system, two Studer A800 analog
24-tracks, Studer A80 %- and Y-
inch analog 2-tracks, a BTX/
Cipher Digital time code syn-
chronizer, and a custom JBL/
Augspurger monitoring system
with Bryston amps. (Right) Lion
Share Studios’ co-owners Terry
Williams (left) and Jay Antista.

by Robyn Flans

A relatively new recording haver;, and
one that’s taken off like a rocket, is
Lion Share. Purchased in 1981 byKen-
ny Rogers, the facility’s current owners
are Terry Williams and director of engi-
neering Jay Antista, who bought the
three-room complex from Rogers in
1986. Williams says it’s a wonder that
Lion Share ever got off the ground.

“I was doing an album, Share Your
Love, with Kennyand Lionel [Richie],”
he recalls. “And Kenny would come
into the date and had just bought a
huge boat or another plane. So I said,
‘1 gotta be honest with you. I don'’t
understand why you don’t own a stu-
dio. You put out all these production
dollars to another facility; why don’t

you buy a studio and save yourself
some money?’

“And he said. ‘It’s a great idea.” So |
replied, ‘If you get interested in some
place, let me go look at it.” He called
one afternoon and said, ‘1 bought a
place.’ ‘Great, what did you buy? ‘1
bought Concord,’ he said. Well, had he
checked with me, 1 probably would
have advised hitn against it, but in a
way, seeing as 1 own the place now.
I'm very grateful.

“Concord was a nice facility, but anti-
quated,” continues Williams. “It had
old API desks, and one room was
equipped with a Harrison board. The
studio’s cash flowwhen Kenny bought
it was insignificant. They really had no
clients to speak of, and with those they
did have, the studio owners were
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It’s hard to follow a great act. Expectatians run
high. The performance must be flawless. When we
decided to carry the legacies of our LA 2A, LA-4
and 1176LN into the next genera-  otie—"——

tion, we knew exactly what we ‘::;’: 1
were getting into. - T T
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Our new 7110 Limiter/Com- T%
pressor incorporates the char- =
acteristics of its predecessors, =
is the natural addition 10 a
legendary line and has all the
Eotential to become a major

it in its own right. The 7110
combines both peak and aver-  @ulomalic peak control
age limiting action, producing ¢/ 1P¢ 1176LN.
smooth, predictable RMS style performance like the
LA-2A and LA-4 with the precise automatic peak
control of the 1176LN.

The 7110, with our exclusive program dependent
Smart-Slope;” gives you adjustable compression
curves from 1.5:1 through infinity:1. You set

The 7110 combines the
smooth predictable RMS
style performance of the
LA-4 with the precise
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threshold, attack, release time and output level-
the 7110 automatically rides the gain with split
second response.

To make set-up as simple as possible, we ve included
an Automatic Preset function. Punch the button

5 v — on the front panel -the 7110 automatically

defaults to program dependent attack

threshold and ratio to consistently used

settings. Perhaps the best news of all, the
7110 produces crystal €lean sound and is virtually
transparent.
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Just another limiter/compressor? We don’t believe
sa. After vou’ve heard it for yourself, we think you’ll
agree. Stop by your local JBL/UREI dealer and give
it a listen. And, get ready to rack up another hit.

UREI
ELECTRONIC
PRODUCTS

JBL Professional
8500 Balboa Boulevard, Northridge, CA 91329
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IMAGINE RECORDING IN LOS ANGELES,
OVERDUBS IN VIENNA, MIXDOWN
INLONDON & MASTERING IN'SYDNEY.
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School of
Audio Engineering

Proudly associated with:

Hybrid Arts — Digital Audio Work Station
Neve — Automated Audio Console

AKG — Microphones

EMT — Effects Units

Granted provisional approval by the California
_ ® Department of Education. Approved by the U.K..

Australian and Austrian Departments of Education.

—— — Government licensed in all other countries. (where
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—_—ur == = in and inspect our studios.
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Ty professional audio education
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spending more money on collecting it
than receiving it.

“The first thing Kenny said to me
was, ‘Terry, 1 want you to make this
place better than any other.’ I told him
I could do it, but he'd have to spend a
lot of money. Well, 1 got the money
from him, and that was basically the
extent of Kenny’s involvement in Lion
Share.

“Having been in the music industry
most of my life [Williams was a mem-
ber, with Kenny Rogers, of that seminal
group, The First Edition], most of my
friends are big producers, like David
Foster and Michael Omartian. But 1
couldn’t call on them, no matter how
good of friends they were, to come to
a studio that was antiquated.”

Studio A was gutted and redesigned
by Lakeside Associates, and business
picked up quickly. “I think the first hit
out of that room was ‘She Works Hard
For The Money,” by Donna Summer,”
Williams recalls. “From there, we
reached the stage where everybody
from Rod Stewart to Kenny Loggins to
Barbra Streisand’s Yentl, Broadway
and all of Chicago XVI, XVIland XVIll
were recorded and/or mixed here.

“But the studio’s most successful
sessions,” Williams notes, “were for
the We Are The World project. Kenny
was very involved in the dates with
Michael [Jackson] and Lionel [Richie],
and Kenny and Lionel loved the room.
Everything was donated for the proj:
ect, and Kenny asked me if it was feasi
ble for Lion Share to donate studio
time. 1 said, ‘Of course!

“We handled virtually everything
except the video taped at A&M. We
couldn’t handle that because there
were too many people to fit into our
studios—what with the 150 artists,
plus about 500 people in the entour-
ages. But all the tracking, overdubs,
solos and mixing were done here
[with engineer Humberto Gatica and
producer Quincy Jones].”

The “World” sessions benefited
from what Williams considers “a gutsy
move’”’ made by Lion Share in 1983:
becoming the first facility on the West
Coast to purchase a Mitsubishi X800
digital 32-track. More recently, GML
moving fader automation systems
were added to the Neve 8128 in Studio
B and the large Neve 8108 in Studio A.

The studio’s latest acquisition, Jay
Antista reports, is a fully loaded NED
Synclavier system with Direct-to-Disk
recording. Lion Share’s system, housed
in Studio C, offers 8-track capability

“The studio’s most
successful sessions
were for the “We Are
The World’ project.”

with up to 13 minutes of audio record-
ing per track—a total of 104 track
minutes in all.

“The Direct-to-Disk system has
proved extremely popular for record
sessions,” Antista says. “Obviously, the
Synclavier has already found great ac-
ceptance amongst musicians, compos-
ersand, more recently, post houses for
use in editing, ADR [automatic dialog
replacement] and Foley applications.
We consider ourselves to be one of the
first recording facilities routinely us:
ing the Synclavier exclusively for mu-
sic sessions.

“During the past months we’ve used
the Synclavier Direct-to-Disk system
on dates forjulio Iglesias, Randy New-
man, Santa Fe, Marc Beeson, June
Pointer and John Brannen, working
with producer David Malloy. All those
sessions—and others—were coordi-

nated by our in-house Synclavier oper-
ator and programmer, Kevin Maloney,
a very talented guy.”

The feature that Lion Share finds
particularly attractive about the NED
system, says Antista, is its “speed of
operation—it reaches a cue point in
zero time. That feature alone is ex-
tremely useful while recording vocals:
we can get back to a drop-in point for
another take in milliseconds, before
the vocalist loses the flow of what's
going down, and maybe forgets how
they can cut a better take. The speed is
breathtaking! No more tape rewind!”

Adds Williams, “The system is also
extremely flexible for editing and for
moving around sections of a take to
produce repeats. Or even to give a
totally different feel. And the 100 kHz
sampling frequency is stunning; we
cannot tell playback from the real
thing, it's so good.

“All in all, the Synclavier and Direct-
to-Disk have revolutionized the way
we record here—1I like to think that
Lion Share is leading the Los Angeles
recording community in providing pro-
ducers and artists with the latest re-
cording tools that let them get the job
done more quickly and efficiently.”ll

Sales

Service

JBL Otari
Eventide DAT
Neuman Lexicon

Ramsa Aphex and

Over 100 Major Lines

714-898-7373

Professional Audio Supply
7398 Center Huntington Beach, Ca.
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THE BEST SOUNDIN
WILL ALSO PREVEN

Announcing the Wendel Jr. from Roger Nichols’ Wendel Labs.

v WENDEL jr gu;

Three reasons why
Wendel Jr. sounds
better:

1) A 50 kHz sampling rate,
unsurpassed in this industry,
gives you a real 25 kHz fre-
quency response! Beware of
units that claim a sampling
rate of 30 kHz — the true
usable audio frequency range
is only half the sample rate.
2) These samples weren’t
recorded by some second
engineer, but by Roger
Nichols, one of the best
engineers in the world.
They were recorded direct to
the 3M Digital Mastering
System and then transferred
directly to the EPROMs used
in the Wendel Jr. So Wendel
Jr. samples have always been
in the digital domain! (Many
drum machines’ samples are
from analog tapes.)

3) Incredibly long samples
give you unmatched realism
and sound quality, superior to
any drum machine at any
price. Just listen to other ride
or crash cymbals and compare
them to the Wendel Jr. You’ll
find that their typical cymbal

l

sounds last only 2-3 seconds,
while the Wendel Jr. Ride
cymbal is 8 seconds long!
The most expensive drum
machines in the world can’t
even come close to Wendel Jr’s
long samples.

The world’s fastest
trigger!

Wendel Jr. does not use MIDI
triggering because it’s too
slow (as most of you sophisti-
cated MIDI users have
already found out). Instead,
Wendel Jr. drum sounds are
triggered by an incredibly fast
circuit. It is so fast that you
can listen to the original
drum sound and the triggered
Wendel Jr. sound side-by-side
and you’ll hear no timing dif-
ference! The trigger input
can take virtually any signal
(drum machine output, tape
signal, shorted footswitch,
etc.).

Drum sounds so
real, they have that

human feel.

The optional “Snare Pair” car-
tridge gives a “left hand-right

hand” feel to the snare rolls.
This is a subtle effect, but it
makes your drums sound
human — as opposed to
machine-like. The Wendel Jr.
is the only product that is
capable of giving you this
incredible “two-hand” feel.
When are other manufac-
turers going to realize that
nobody plays all the drums
with just one hand?*

Prevent your drum
machine from
becoming obsolete:

Wendel Jr. is a percussion
replacement device, not a
drum machine. As mentioned
earlier, you can use your ex-
isting drum machine output(s)
to drive the Wendel Jr. Or, for
example, let’s say you wanted
to replace the mediocre snare
drum sound on track 3 of your
recorder. Just take the track
3 tape output to the trigger in-
put of Wendel Jr. and record
the new Wendel Jr. snare
sound on another track. You
don’t have to keep buying a
new drum machine every
year. Perhaps more important-

*Rick Allen notwithstanding

|




DRUMS YOU CAN BUY
{OUR DRUM MACHINE
NG OBSOLETE!

ly, you can now use the drum
machine that’s easiest for you
to program, and then replace ‘
key sounds with the Wendel
Jr. as needed. ’

The ultimate drums |
for sound
reinforcement:

Wendel Jr. is the perfect
answer for sound reinforce-
ment problems. Just use “trig-
ger” mics on the real drums |
to feed a rack of Wendel Jrs.
patched directly to your PA ‘
mixer. Bingo, you have in-
credible drum sounds without |
any feedback loops. All in a
matter of minutes, not hours. ‘

How to audition the |
Wendel Jr:

Just listen to “Hey Nineteen” |
on Steely Dan’s “Gaucho”
album. Or try other albums
by Steely Dan, Steve Win-
wood, Rod Stewart, Starship,
Al Jarreau, Stevie Wonder,
Kenny Rogers, Diana Ross,
Duran Duran, Huey Lewis,

Toto, Miles Davis, Pink Floyd,
Heart, Supertramp, George
Benson, Paul Simon, Christo-
pher Cross, Bruce Hornsby
and the Range, David Foster,
etc

Now here’s the deal:
Roger used to sell the Wendel
Jr. with one cartridge (kick
and snare) to his dealers for
$720 with a suggested retail
price of $1000. But direct
from us, the Wendel Jr. is
NOW ONLY $600! And if you
decide to buy before
September 30, 1988, we'll
send you a second cartridge
free. So take advantage of this
offer now! Many optional
sound cartridges are available.

B

I want the Wendel Jr. and love your price. I've enclosed

cashier’s check

money order payable to Industrial Strength Industries;

bill my (] Visa

Account Number

Mastercharge

Signature

by Roger Nichols.

_ Date
Calif. residents add 6.5% sales tax ($639.00 Total).

Sounds great but I'd like more information. Please send me a
product review and excerpts from the owner’s manual, written

BUY DIRECT
AND SAVE!

* 40-60% off typical retail
prices.

* Every product tested before
shipment.

® 5.day trial period — return
shipping extra.

* Money Back Guarantee if
not fully satisfied.

¢ 2.day turn-around on service
— we fix everything right
here.

¢ Always on the lookout for
unique products like the
Wendel Jr. — hot tips are
welcomed.

¢ Sneak Preview: Incredible
savings on highly rated
N.LH. Labs PA gear and
the amazing R-16 Digital
Effects Processor.

Wendel Jr. Percussion Replacement Device

Name
Address
American Express —
L City, State, Zip
_____Expiration Date
Mail to:

INDUSTRIAL STRENGTH INI)USTRIEST i

Digital Software Based
® 50 kHz Sampling
Hewlett-Packard™
Cartridges ® Designed
and engineered by
Roger Nichols.

> v
4
1DFE (VAR ==
| | |

r-----------------------------

gl

13042 Moore St. ¢ Cerritos, CA * 90701
Call TOLL FREE: 1-800-537-5199
In CA: 213-921-2341 Hours: & am-5 pm Pacific Coast Time
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TASCAM

We at Midiworks are very
excited about the new
home and commercial
studios that we have
been designing featuring
the new Tascam 600
series mixing consoles,
the Tascam ES 50/51
synchronizers and the
New ATR 60 16 track
machines. This new
generation Tascam
professional equipment
is solid, reliable, and
outperforms anything in
its price range, and

we want you to know
about it. . .

Well, people, god only knows
the synchronizers that we've
seen. We've been selling
synchronizers longer than
some of our music store
friends have been in business.
Sometimes it feels that
synchronizers need to be
operated by an Apolio
astronaut, serviced by Merlin
the magician, and financed by
Bank of America to maintain
some level of reliability. But,
now | think we finally have it.
Not only is the ES 50/51 the
most economical unit
available, but it has all the
features you'll ever need, and
it will probably save you from
entering the famous
Synchronizer Recovery Course
at the Betty Ford Clinic. It
works right out of the box.
Amazing.

The Tascam M600 series
console finally brings Tascam
reliability and value to a
professional format. The fact
is, that often the larger
imported 16 or 24 buss
consoles that you may want to
trade up to, after a successtul
project or three are invariably
less reliable than the trusty
Tascam you started your
career with.

Tascam now offers a truly
reliable, professional feature
packed console at an
affordable price. And it’s one
of the better sounding
consoles that we've heard.

For example, 32 and 24 input
versions are available,
including a full complement of
sixteen program busses with
fully balanced inputs and
outputs, with up to 32 monitor
channels available for
compatability with today’s
multitrack recorders. In
addition to the standard input
module, a stereo line input
module is also available,
allowing you to custom build a
console with a total of 96
inputs in mixdown

mode. . . MidiMania! Prices
begin at below $10,000. No
competition even comes close.

Friends, if you haven't seen
the latest software and
hardware available for
automated mixdown and
effects control, you haven't
seen us over at MidiwWORKS.
We have all the professional
Mac and Atari software as well
as Atari computers.
Digidesign, Mark of the
Unicorn, Southworth, Opcode,
Steinberg, JL Cooper to
name a few.

o
i

Printit...

We have been waiting for the
ATR 60-16 for a long

time. . . Ever since we
conducted actual side by side
listening tests we realized that
the MS 16 actually out
performed machines costing
twice as much. When two of
our professional customers
actually traded in their brand
new, shiny white machines on
the MS 16, we knew the
Tascam 16 track program was
destined for great things.

The MS 16 is still available for
operations needing a more
compact and lower priced
machine, but for the ultimate
in quiet operation and
features, take a look at the
60-16. This machine is dual
speed (7 1/2-15 or 15-30), has
gapless punch in and punch
out, spot erase, DBX noise
reduction, and synchronizes
like a dream. You must hear
this machine.

- =4

oy
-y

The best pieces of gear in the
world won't perform right
without the right hookup. At
MidiWORKS we’'ll plug it in,
run it, and let you play with it
before you buy it.

So if you have any intention of
upgrading your current studio,
or designing a new facility
from the ground, please call
us for an appointment.

1029 N. Allen Ave., Pasadena, CA 91104

AEA/MidiWORKS
Sales/Consulting/Design
and Installation of Analog
and Digital Audio/Midi
Systems.

(818) 798-9127
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by Robyn Flans

First a Masonic Temple, then a Moody
Bible Institute, the structure became
a motion picture recording facility
with a soundstage and auditorium be-
fore Geordie Hormel's creation of The
Village Recorder in 1968. If only these
walls could talk. The Village Recorder:
a studio that has housed the stars and
the infamous, where classic vinyl has
been created, where the spirits can be
felt wandering through the secret pas-
sageways between the offices, where
magic has been committed to tape.
This is a studio with abundant equip

ment, great sound and, as engineer
Jim Scott puts it, “the best food for the
client in the business; the best cook-
ies and fruit every day.”

1968

Chief engineer Jeff Harris recalls: “Stu
dio C was first built with a Quad Eight
console. It was the first 16-track Dolby
studio in Los Angeles. At that time,
the Dolbys were so big they filled an
8-foot rack in the next room. Geordie
has always been the first kid on the
block with the latest technology. He
really is a visionary, and the studio
has always reflected that. Studio B also
opened that year with a Gotham con-
sole, an odd bird back then.

“At this time, Studio A was being
built (opening in 1971), and little did
anyone know that the actual physical
construction of that studio would re-
main unchanged to this day. The con
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trol room has gone through many re-
visions, but the studio remains un-
changed. All the magical Steely Dan
records came out of there—it’s just a
super little room.”

1969

Big Brother & The Holding Company,
Richard Harris, Bill Medley, Ricky Nel-
son, the Smothers Brothers, Gabor

Szabo and The Crickets record at the
studio this year.

1970
Producer Bruce Botnick recalls:
“When I worked at Village, it was a
hole in the wall. I vaguely remember
working on a Delaney & Bonnie rec-
ord and spending a couple of days
doing overdubs with Eric Clapton.
The thing that
stood out about
the studio, aside
from the fact that
it sounded good
and worked
well, was that
there was a bath-
room in the con-
trol room.”
Also using the
studio are the All-
man Brothers,
Canned Heat,
Rod McKuen, Sly
Stone and Leon
Russell.

1971

The classic
mural called
“The Isle of Cali-
fornia” is paint-
ed on the out-
side wall by the
LA. Fine Arts
Squad, depicting
the day Califor-
nia falls into the

Village Studio B



ocean. It's faded considerably since
71, but they say it looks spectacular
when it rains.

Clients include The Ventures, John
Lee Hooker and Joni Mitchell.

1972 Village Studio D

Drummer Jeff Porcaro remembers: “I
was about 18 at the time, working
there with Joe Shermie, the bass play-
er from Three Dog Night. He was
working on a solo album, and we
were there for maybe six months
straight, day and night. Once we heard
the most incredible echo delay-type
guitar going on, so we went through
these tiny back hallways that connect
the studios, through this little tape
locker, into a little hallway where there
was a window. Inside was Steely Dan,
and it was the first time any of us had
ever seen who these guys were. Den-
ny Dias was at the mixing console
mixing the song ‘King Of The World,’
and [David] Paich and 1 sat in this
little room for two hours, staring into
this tiny corner of the window in awe.”

Former studio manager Dick La-
Palm recalls: “When Steely Dan first
came to the studio, I came in one
morning when they had made all
these wonderful drawings on the con-
sole, little caricatures of people. They
had been using some kind of pen so
that, when you turned on the fluores-
cent lights, all these great designs on
the board would glow. We got kind of
upset and said,
‘You just can't do
this; this is a
console that
costs $200,000.
Look, why don't
we give you a
door and if you
want to paint,
paint on that.’
They painted
that door in one
night, and the
second night
they painted a
door that we
didn’t want them
to paint.”

1973
Using the studio are Mike Bloomfield,
Roberta Flack, Jeff Beck, Minnie Rip-

perton, Lou Rawls, Rick Derringer
(with Edgar & Johnny Winter) and
The Rolling Stcnes, who are in for
only six or seven days mixing Goat’s
Head Soup, but could have caused
pandemonium if not for Dick LaPalm’s
clever idea: “What they were looking
for as far as security was just unbeliev-

Village Post Studio “F"

Other clients in the studio this year
include Kenny Rogers and The New
Christy Minstrels.

able. Very often, people can glance
over tape boxes and see who is re-
cording, so in the case of the Rolling
Stones we marked all the boxes ‘Mud
dy Waters." I had been with Chess for
many years ard they had been to
Chess to record, and I knew their love

Steely Dan

were “artisis”

in Many ways.

30b Dylan hid
nis tapasin
the i2lephon2

foom. rlaat-
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Track team
for the long run.

Will the digital multitrack you buy today stand up to the challenges of
tomorrow? It will if it’s the Sony. In addition to 24 superb digital audio tracks,
the PCM-3324 supplies a wealth of creative recording options.

Simply cable two machines together and you've expanded the system.
Unlike other recorders, a pair of PCM-3324s can maintain word-sync lock, even
in varispeed and editing situations. The result? 48 perfectly synched tracks,
zero audio phase shift.

Press a few buttons on the machine or the remote and you can perform
electronic editing feats, such as single or multiple-track fly-ins and variable
crossfades from 1 to 370 milliseconds. Of course, you can also edit with a razor
blade. And built-in resolving capabilities let you lock the PCM-3324 to NTSC,
PAL or 24Hz sync signals.

Sony'’s published APIB protocol ensures that the PCM-3324 of today can
interface with tomorrow’s technology. No other system expands so easily or
does so much. Get the full rundown from your Sony Professional Audio
representative. Or call us at 800-635-SONY.
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for Muddy and the blues. People came
in and looked at the boxes, saying,
‘Muddy Waters is here—that’s great.’
But no one said, ‘Let’s break in the
studio to see what he’s doing.” ”
LaPalm remembers Bob Dylan’s
similar visit to the studio, recording
Planet Waves with The Band: “The
first night when they were leaving, 1
saw Bob walking out of the studio
carrying this 2-inch tape. I didn’t think
much of it, but a couple of nights later
I saw him coming out with three
tapes, and 2-inch tapes are heavy. 1
asked the second engineer, ‘Why is
he removing the tapes?” He said, ‘He
doesn’t trust anyone.” So I went to
Dylan and said, ‘Look, you don’t have
to do that. We keep our tapes under
lock and key.’ I showed him the room
and he asked, ‘How many people have
keys to it? I said all of the second
engineers. That wasn’t good. So I took

“You knew it
was going fo
be a good
Steely Dan ses-

sion if Donald
was sitting at
the piano play-
ing cocktail
lounge music.”

him upstairs to the second floor and
said, “You can keep the tapes right in
this room.” He said, ‘Who has a key?’
said, ‘This is our telephone room. Just
one other person and the telephone
people.” So he kept the tapes in the
friggin’ telephone room.”

1974

The client list this year includes Gato
Barbieri, Jimmy Haskell, Woody Her-
man, Keith Jarrett, Kiss, Rufus, Milton
Nascimento, Wayne Shorter and The
Nitty Gritty Dirt Band.

1976

Among those using the studio are Jeff
Bridges, Neil Young, Joe Cocker,
George Harrison, Crosby & Nash, Art
Garfunkel, Herbie Hancock, The Point-
er Sisters, Neil Sedaka, Santana and
Steely Dan.

“You knew it was going to be a
good Steely Dan session if Donald
was sitting at the piano playing cock-
tail lounge music,” Jeff Harris laughs.
Dick LaPalm remembers: “Steely Dan
was in the middle of tracking one day,
and one of the speakers kept cutting
out. The maintenance man monkeyed
with it a couple of times, but the same
thing kept happening. So finally Gary
Katz, the producer, got upset and said,
‘Tell you what, let me try this.” He
picked up a can of Coca-Cola and
threw it at the speaker, and the speaker
worked from that point on. So when-
ever there was a problem after that,

Walter [Becker] or Donald [Fagen]
would say, ‘Well, what do we have
around here that we can throw at it?” ”

1977
Jeff Harris reports: “Studios A & B had
their first serious updates with Harri-
son consoles. In its day it was a very
important, modern, in-line console,
but it didn’t sound as good as the old
consoles. It lasted awhile because Su-
pertramp’s Breakfast In America and
Steely Dan’s stuff was cut on that
board, and it brought with it a whole
new age of clients like The Band.”
Other clients of the studio are
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Cheech & Chong and B.B. King.

1978

Fleetwood Mac producer Ken Caillat
recalls that Studio D came about as a
bit of a fluke: “The Beach Boys had
decided to rebuild their studio, and
they said, ‘Why don’t you come in and
design it for us and then you can do
your next album there? It’ll be just the
way you want it, and we’ll have a new
studio.” It seemed straight-ahead, so
we started in on it. We met with Neve,
ordered a console and then when we
met to finalize the deal, the Beach
Boys wanted something like half-a-
million dollars up front for us to use
it, because they said, ‘We're not going
to build the studio for you and have
you decide after two weeks that you
don’t want to work there.” Since I had
done a couple of projects over at
Geordie Hormel’s, 1 said to Geordie,
‘Look, we've already designed this
great console. Are you interested in
doing the same thing? He said, ‘It
sounds wonderful to me.” Geordie
oversaw it, and all of Fleetwood got
involved. Christine [McVie] even
helped pick out some of the furniture.
It ended up being a pretty good deal
because Geordie paid $1.2 million,
and we spent $1.4 million making
Tusk.”

Other clients at Village are Debby
Boone, the Beach Boys, Dan Fogel-
berg, Walter Egan, Poco, Frank Zappa
and Supertramp.

1979

At Village are the Four Tops, Herbie
Hancock, Donna Summer, George
Burns, Jean-Luc Ponty and Barry Mani-
low, who was producing Dionne
Warwick.

“Barry Manilow liked one particular
piano chair so much that he said,
‘Where can I get this? So we put a
little name plaque on the back and
gave it to him the day he left,” Harris
recalls.

Hoyt Axton likes the place so much
he buys the 16-track machine in Stu-
dio C.

Harris recalls an example of Geor-
die’s philosophy: “Eddie Rabbitt was
in, and Geordie came by one day to
say hello. Eddie said, ‘Geordie, we
really love your studio,” and Geordie
said, ‘It's not my studio, it's your
studio.” ”

1980
They start completely regutting and

rebuilding Studio B, with a Neve 8108
console, one of the first. It’s still in
there, but it’s “very much a Village
console now,” says Harris.

“It was about this time that Geor-
die got involved with Fairlight and be-
came the owner of the U.S. distribu-
tion company. I remember the night
we had a Fairlight brochure and Geor-
die said, ‘I knew this was going to
happen. Call Australia.’ So we got the
owner on the phone and Geordie
said, ‘T'll buy as many of these as you
can make,” and that’s how we became
a distributor.

“At the same time, Roger Linn was
inventing the LinnDrum, and at the
first AES Convention we attended in
New York City, Roger shared a booth
with us. We still have serial #16 of the
original drum machine.”

Artists at Village include Marty Balin,
the Bus Boys, Phil Collins, Jermaine
Jackson, Buddy Miles, The Jacksons,
Jan Berry, Christine McVie, Poco and
Charlton Heston (doing a voice-over
for the Olympics).

1981
A Neve 8058 is installed in the control
room of Studio A.

Recording at the studio are Jimmy
Buffett, Neil Diamond, Elton John and
Linda Ronstadt.

1982

Jeff Harris builds a video edit bay be-
cause they are doing more post work.
“The first major project was the US
Festival footage for cable,” Harris re-
calls. “We did all the off-line for a year,
although it never was sold. We did
things for David Letterman and all
kinds of in-house projects, including
Fairlight promotional material be-
cause Geordie was always interested
in video and film.”

At the studio at this time are Van
Morrison, Tom Petty, the Fame TV
show and Robbie Robertson, who is
producing the soundtrack for The
King of Comedy .

1983

The Carpenters, Natalie Cole, The
Commodores, Shelley Duvall, Sammy
Hagar, Engelbert Humperdinck, Bon-
nie Raitt, Rufus, Barbra Streisand and
Ratt are working at Village.

Laughs engineer Jim Faraci, “When
we first started out with Ratt, they
would all come to work all scrunched
up in one car. Later, we couldn’t fit all
their sports cars in the same lot.”
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1984

Village gets into digital recording in a
big way, buying three Sony 3324 ma
chines, the Mitsubishi 32-track ma-
chine, a Sony 1610 and two Mitsubishi
MS80s.

Muhammad Ali uses the studio for
what Jeff Harris describes as a “rap
record for hunger.”

“It was called “Wars On Hunger,’
and because of his religious beliefs,
Ali had certain hours of prayer that
were very strict, so we had to record
at odd times, like 5 am.”

Other artists at the studio include
Placido Domingo, Alice Cooper, Mar-
vin Gaye, Manhattan Transfer, Jean-Luc
Ponty, Rick Springfield, Sarah Vaughan,
Dionne Warwick, Pia Zadora, Julie An
drews and Menudo.

Harris laughs: “The studio has al-
ways been very private in the 11 years
I've been here, since it's in West LA,
which is out of Hollywood and away
from the beaten track. A lot of artists
have come here because it is private.
Fleetwood Mac was here for over a
year, parking their model cars outside
with no one knowing who they were.”

1985

Studio B is revised, keeping the same
console, but changing the acoustics of
the control room and moving its tape
machines to a separate machine room.

“The thrust to do that was from
Jimmy Iovine and Shelly Yakus, who
were doing Tom Petty and the Euryth-
mics. They had that room for over a
year before they went to A&M,” states
Harris.

At the same time, Vincent Van Haaff
does the same kind of treatment to
Studio A and installs an SSL console.

Others recording that year are Man-
hattan Transfer, Talking Heads and
Tina Turner.

1986

Robbie Robertson moves into old Stu-
dio C and sets up a private office with a
16-track studio. He begins recording a
project there that took 16 months. En-
gineer Jim Scott recalls, “We didn’t
originally start Robbie’s album in the
studio. We were at Village having
meetings and looking around, and be-
hind the maintenance shop is a huge
room just full of chairs and boxes and
junk, with ceilings 30 feet high. Itisa
great big room, way upstairs, three
floors away from the recording stu-
dios, and we said, ‘This would be a
great place to record, wouldn't it?’
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“So they worked all weekend clean-
ing the room out, drilling holes in
the wall, running cables up and down
the stairs, with video cameras every-
where so we could use the console
in Studio A and set the musicians up
in this warehouse-type atmosphere.
We didnt do an incredible amount
of the record up there; we were there
for a couple of weeks, but a couple
of things went the distance—‘Ameri-
can Roulette’ and ‘Fallen Angel’—al-
though they were worked on in other
studios subsequently.

“Three or four times during the
course of the project, we would re-
treat to his production office, and
we'd rent tape recorders and consoles
and drag things upstairs to a makeshift
recording studio, trying to get some-
thing a little more special on the tape.
Upstairs is where it clicked. It was
shoulder-to-shoulder often, and we
had people sitting on couches, with
guitars and amps stacked on desks,
but it was really a lot of fun. The bulk
of the vocals were done up there, and
almost all the solos a..d a lot of the
guitar parts toward the end of the proj-
ect. And after we decided to actually
go more or less full-time up there
with the 16-track we bought, it really
became the clubhouse, and it was
great fun. We didn’t have all the usual
outboard gear, and I think one thing
that made the record good is that the
performances had to be really spectac-
ular, because there was no flattery
from effects and no place to hide any-
thing. The Bodeans showed up and
sang for us on a couple of songs, and
there we all were, with no headphone
systems and no way to balance the
tracks. We had home speakers hang-
ing in the corners of the room with
little tape recorders everywliere.

“As we were cutting the tracks, we
turned the heat up in the studio be-
cause if everything is comfortable and
perfect, you play comfortable and per-
fect. It was great seeing Robbie sing-
ing during the live tracks all day long,
screaming and dripping sweat and
working really hard. There was never
any, ‘Let’s stop now, I'd like to have a
little more of this or a little more of
that.” It was, ‘Take your guitar and
let’s go, and if it doesn’t mean any-
thing at that point, then it’s not a rock
and roll record.” ”

Also in the studio are Rod Stewart,
Bernie Taupin, Huey Lewis & The
News, Fiona, Fee Waybill, Berlin and
Ratt.

1987

Harris says, “I had been doing a few
film projects, like Creepshow, all the
music for The King of Comedy and
sound effects for Disney’s TRON, so 1
decided it was time to get more into
the post-production business. I built
a small studio, which used to be the
Fairlight production room, creating a
24-track post-production facility for
voice-overs, film and TV work. That
has a Trident console in it.”

Luther Vandross, Kenny Loggins,
Mr. Mister, Pink Floyd, Manhattan
Transfer, Weird Al Yankovic and Tom
Petty are in the studio, the music for
the film Dirty Dancing is being re-
corded here and TSOL is terrorizing
the studio.

Says Jim Faraci, “Nick Smerigan (ex-
ecutive director of Village) was in the
lobby one day when two of the guys
came in. Nick immediately wanted to
know who these guys were, because
they looked like they were looking
for trouble. Kathy Konop (studio man-
ager) happened to be standing right
there and said, ‘It's okay, they're in
one of Jim's bands.” When there are
Harleys in the parking lot, they’re my
band.”

1988

The control room of Studio D is re-
built with a Neve V Series console,
and the tape machines are taken out
of the room.

Lita Ford, Stryper, Robert Cray, Stan-
ley Jordan, Honeymoon Suite and
Gregory Hines are working at Village,
as is Paul Young

Says Jim Scott in the midst of the
Young project: “The hours are tough
because we have a rigid deadline. It's
not, ‘Gee, I wonder what that would
sound like,” but it’s been, ‘Let’s get it
on the tape. Let's go.’ Paul performed
at the Freedom Fest from Wembley
Stadium, left the stage, got on the
plane, flew 12 hours, walked into Vil-
lage and said, ‘Sounds great, boys,
where’s the microphone, I feel like
singin’.’ I looked at this guy and said,
‘Man, where have you been all my
life?” ” |

Robyn Flans is a Los Angeles-based
[freelance writer who contributes to
Mix, Modern Drummer, Pulse, Words
& Music and other publications. She's
also conducted interviews for radio
and TV, and bas authored three rock
books.
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LUNCHING - WITH - BONZAI

by Mr. Bonzai

(FEORDIE
HORMEL

THE VISION OF THE VILLAGE

A seven-foot Amazon butler packed  chance to see the artist at work in his
into a pink Spandex tuxedo led the personal recording lab. The Village
way to the medieval dining hall of the  hasa big bad history of Rolling Stones,
fabulously wealthy heirtothe Hormel  Eurythmics, Fleetwood Macs. But
meat fortune and owner of The Vil-  Geordie was never present during my
lage. Geordie Hormel, or “Spam the  forays. He keeps a low profile, and his
Man,” as he is known at the stock ex-  absence promotes reclusive rumors.
change, hushed the string quartet and Lunching with Geordie was urged
bade us sit down. He tossed back his  on me from many corners, but | resist
shoulder length silver tresses and lift- ed when | learned that an hour could
ed a gilded garbage can lid to reveal  easily lead to a lost weekend. One
our lunch—a rack of Spam, roasted  storyisthat he had worked at home for
Hawaiian style with slices of canned  ayear ona new recording of “The Star
pineuapple. Spangled Banner”—with all the miss
No, just kidding. Let's start again. ing verses. Finally, my vanity got the
I've been to The Village many times  best of me when it was mentioned that
one special occasionwas foralunch-  only Mr. Bonzai could do this guy jus
ing with Robbie Robertson and a  tice. | was flattered, even though it

—

Geordie Hormel
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LUNCHING - WITH - BONZAI

seemed like no one else would touch
this one with a ten-foot pole. 1 made a
special request for our beloved found
er and world-class explorer, David M.
“Indiana” Schwartz, to join me on yet
another Mix magazine search for truth
and insight into the very core of the
modern recording industry.

Join us now at a private estate off
Sunset Boulevard, down near the sea
where the little houses have been left
way behind. The massive gates open
automatically, silently, and we gaze on
acres of overgrown jungle with birds
of paradise flowers standing 20 feet
high. OId cars and motorcycles lie
where they last sputtered. The Olymp
ic swimming pool is half filled with
dirt and weeds. “He’s growing corn,” |
had heard.

Geordie came out of his log cabin
mansion to greet us, wearing faded
denim and sheepskin moccasins.
There was a herd of dogs, ranging in
size from mastiff to terrier. He wel
comed us into his kitchen and then to
the breakfast nook, where a meal of
fresh cold cuts and deli dishes had
been laid out.

Geordie Hormel (right) and Fairlight co-founder and inventor Peter
Vogel check out the first Fairlight brought into the U.S.

Sony congratulates
Village Recorders on their anniversary

SONY.

Professional Audio
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Your guess is as good as mine. |
realized all 1 really knew about this
guy was from his lengthy BMI royalty
statements for such shows as The Fugi-
tive, Huckleberry Hound, Lassie, Na-
ked City, Rin Tin Tin, Wanted Dead or
Alive, Ozzie & Harriet, The Untouch-
ables—1 better quit before I run out of
commas. Trust me, if you lived in the
’50s and '60s, you were submerged in
Geordie’s music.

He uncorked a bottle of red wine
and we sat down to chat about his
studio, etc.

Hormel: The only thing I did for The
Village was to put in the money, pre-
dict the future and stay in the office for
ten years. My goal all along was to have
this studio at home. When I tried to do
that, though, the bankers said it had to
be a business. So I opened a studio.
Bonzai: You had recorded in a lot of
studios before then, hadn’t you?
Hormel: No, not really. A few of the
big ones. I recorded at Capitol and
Radio Recorders out here and ata cou-
ple of studios in New York.

Bonzai: I've seen your royalty state-
ments from BMI. You were a compos-
er associated with scores of television
shows of the '50s and "60s. . .
Hormel: Yes, 1 had cue music on
about half of all the filmed TV shows
—that’s a rough guess. And [ probably
did the themes for a half-dozen shows.
Playbouse 90 was the first show that
used my music.

Here's how it happened: 1 was on
active duty with the Coast Guard in the
’50s and I had written the music to a
movie, but nothing ever happened
with the project. I had orchestrated
and scored it, but I had no formal
music education other than what 1
taught myself. So, this score had been
sitting around and a friend of mine
was going over to the Netherlands in
the mid-'50s to record the Concertge-
bow Orchestra. He asked if [ had any-
thing I wanted recorded, and I gave
him my score.

They didn’t know what the hell to
make of it, because there was no nota-
tion and accents about how it was to
be played. So, they played it every way
they could think of, and when [ got the
recordings I had a helluva cue library.
Someone doing music editing for the
Playbouse 90 television show heard
me auditioning the tapes. There
weren't many libraries around at the
time. There was a market for it, and I
sold some of the music to the show. 1

was congratulating myself on what a
good deal I had made when they came
to me the next week and wanted to
buy it again, which was a surprise.
That's the way it proceeded—accident
by accident.

Bonzai: Did you start writing music
and then recording in America?
Hormel: No, my whole library was
done in the Netherlands—we made
many more trips. | had professional
arrangers check my scores later on,
but I never got anything as good as the
first recordings where they did it every
way possible.

Bonzai: Did you watchthe shows and
compose for specific cues?

Hormel: No, I didn't watch television
at the time. Once in a while now, 1
watch and recognize some of my mu
sic in the old shows.

Bonzai: Well, there goes a whole
bunch of questions. I wanted to ask
about your personal involvement with
Bugs Bunny, since your music was
used in cartoons.

Hormel: I do have a personal involve-
ment with Bugs Bunny. Mel Blanc [the
voice of Bugs] is a neighbor just up
the street. He is my daughter’s god-
father.

Bonzai: | guess you must have accu-
mulated quite a bit of wealth from all
the TV work.

Hormel: No. You see, | had started a
record company at the time—Zephyr
Records. Iwould have had a hit album
if it hadn’t been for a lawsuit coming
from another record company because
I had mentioned the name of one of
their contract players on the liner
notes. I had to take the album off the
market because this musician was un
der contract to another label. But for a
short while it was such a hit that Dick
Clark had listed it on his Top Ten for
American Bandstand. The list was for
singles, but he put the album on the
chart. It was called Scooby-Doo, pro-
duced by Leiber & Stoller. Disc jockeys
all over the country were using tracks
fortheir theme songs, so it was getting
incredible airplay. After the lawsuit, |
couldn’t recover from the loss. [ didn't
start getting income from my music
library for another year, and the money
I made went to cover the record com-
pany losses.

Bonzai: So what was the next chapter
in your life?

Hormel: My ambition was to make it
as a performer. I spent the next cou-
ple of years on the road as a singer,
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Gefen Systems introduces the
Macintosh compatible M&E Library
Software.

[ts the complete music and
effects retrieval svstem for commer
cially produced CD libraries.

The software program is
Appleshare compatible.

For more information. call
818-884-6294.
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programs for the M&E Organizer
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LUNCHING - WITH - BONZAI

doing jazz-oriented pop music in
clubs and concerts. The night before
I opened my big show in New York
City, I fired the band because they
were all strung out.

Bonzai: Geordie, your life sounds
like a loony comedy.

Hormel: Well, I had to put a band
together quickly, and I remembered a
piano player 1 had heard at a party
years before. I knew that someday he
was going to be great, so I tracked him
down and he was playing with Gerry
Mulligan. Gerry told me if 1 got him
another player, I could have him. It
was Roger Kellaway, and with no re-
hearsals we sounded great on the
opening night—at a club called The
Most. It was the best show I had ever
done. 1 was booked for two weeks in
1962 and stayed for a year without a
day off.

I was looking for a record contract
with either Columbia or RCA, and 1 got
both. John Hammond would have been
assigned to me, but he told me Colum
bia was pushing another pop singer,
John Gary, so 1 signed with RCA.
Bonzai: Did you have any musical
training as a child?

Hormel: Well, I taught myself a little
piano, but I was supposed to be a
butcher.

Bonzai: Were you rebellious with
your family?

Hormel: Not in the sense that people
are rebellious today. In those days, the
slightest thought of rebellion was
grand treason.

Bonzai: The name Hormel conjures
up an image of the gigantic meat-pack-
ing family. How did they relate to your
musical career—did they support your
efforts?

Hormel: No, they didn't like the idea
very much. They didn’t help out.
Bonzai: How did you survive through
the lean times? And pardon the pun.
Hormel: 1 always worked. I put my-
selfthrough college—well, I quit after
one year, but I paid all the bills. 1
always managed to support myself.
had a hard time believing it wasn't
possible for anybody to find work. You
can shine somebody’s doorknob if you
have to.

Bonzai: Well, how did you get to The
Village?

Hormel: 1 started doing some mo-
tion picture music after New York
closed in on me. I bought my masters

back from RCA and gave up the sing

ing career. Then I helped start a group
called “Brazil '66.” I had a small office
with a studio across the street from
Paramount, and the group used the
studio for rehearsals and some record-
ing. Sergio Mendes put the group to-

gether there, and during that time 1
wanted to do my movie to music. I did
the music with Roger Kellaway, and it
ended up being an hour-and-a-half
long. 1 also had a documentary motion
picture company.

Schwartz: Did you make any money
from Brazil '66?

Hormel: No.

Bonzai: We still haven't found out
how you got the money.

Hormel: Well, by this time I was get

ting money from the music library.
Andwhile I was performing I was mak-

ing between $1,500and $2,000 a week.
In 1968, 1 moved my little studio to
West Los Angeles and called it The
Village. 1 had looked at the building
forayearand figured it was more than
I could handle, but I managed to buy it
for no money down and a total price of
$125,000. The real estate company had
lost the plans for the building, which
cost me a bundle to have redone for
the earthquake code and various re

constructions. I've spent $6 or $7 mil

lion in building since then.

Bonzai: The Village has consistently
maintained a position of technical
leadership—how have you managed
that?

Hormel: That's one of the things that
I'm good at. I think it’s just common
sense to see what’s coming, It was easy
to see 24-track coming. In fact, we
were 24-track when we opened. But it
was a little early and everybody still
wanted to record 16-track. I knew Dol

by sound was coming, and we were
the first in the world to have 24-track
Dolby.

Bonzai: Didn’t you bring Fairlight to
America?

Hormel: Yes. Herhie Hancock and |
once discussed what the perfect key

board machine would be and decided
it would be one that could sample
sounds, used a computer, etc. Every
time we saw each other we'd ask if
anyone had come up with it. Finally,
he told me there was a group in Aus-
tralia that was on to something. I read
their literature and called the com

pany. They arranged for a prototype
demo at Herbie’s house. He wanted to
wait for the next generation, but I said
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LUNCHING - WITH - BONZAI

Iwould buy all they could make. Fora
year I did that and sold a few. Then 1
ran out of customers and ended up
with a lot of Fairlights and deep trou-
ble. 1 had 27 of them in my house.
What I liked about Fairlight was that it
was upgradeable.

Bonzai: How did you manage such
an inventory?

Hormel: We had a sale. I asked Rob-
ert Moog if he would come and dem-
onstrate the Fairlight. He said he
wouldn’t make an endorsement, but
during the demonstration he said it
was a device that wouldn't go out of
date in one yeuar, even five years. He
was very convincing, and we spent
more money advertising and started
selling again. Three or four years
passed and we were back-ordered.
Bonzai: What's the background on
your family?

Hormel: French Huguenot, chicken
shits who escaped from France.
Bonzai: Great family pride—
Hormel: I have no pride in a family
that kills billions of pigs. No pride in
being a human being with the history
that our race has.

Bonzai: 1 wanted to ask you about
some of the people who have come
through The Village through the years.
Were you at Jim Morrison’s famous
birthday party at the studio?
Hormel: No. [ don't know if it's shy-
ness, but when someone rents the stu-
dio, 1 feel that it is theirs, not mine. 1
don’t go walking in their door and
disturbing them. They own it, lock,
stock and barrel—that’s what they’re
paying for. I never met Jim—I haven't
met 90% of the clients.

Bonzai: How about Robbie Robert-
son—he has his own place at the
studio.

Hormel: I see Robbie from time o
time. He convinced me to work on a
couple of my own songs.

Bonzai: Steely Dan?

Hormel: I don’t know of anyone else
who was as meticulous in their record-
ing. 1 remember an instance where
they spent about three days on two
bars of music.

Bonzai: What do you see in the future?
Hormel: First, take a look back. Royal-
ties were not made a part of the blank
tape purchase price. If the tape is used
to copy other people’s performances,
you should pay a royalty. That wasn’t
provided for, so it will go on being a
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bone of contention until we get to the
point where there won’t be any tape at
all. People will have computers, and
you'll be able to get on the line and
call up a central data bank that stores
any performance—TV, film, records. It
will be zapped immediately into the
brain of your computer, and you'll be
charged a nominal fee.

Bonzai: What's going to happen at
The Village in the future?

Hormel: Well, there will always be
recording, performances, video. Those
things will always be transcribed in
some way. | don't think we’ll ever get
to the point where there is no need for
professional transcribers.

It used to be that rock and roll was a
lucrative business. Now it is the least
lucrative. Advertising used to be the
least lucrative and is now the most,
because they have a budget for what
they are doing and expect to spend it.
It calls for only a few hours at a time,
but it’s better than a lockout of a studio
where someone pays for 12 hours and
effectively has the studio tied up for 24
hours.

Bonzai: When did you feel that the
facility had really arrived as a success-
ful business?

West Los Angeles:

Hormel: It happened when 1 hired
Dick laPalm as a sales manager. He
said we would succeed by getting a
gold record up on the wall. He set out
to get gold records and it seemed to
be true. He was right—we started get
ting so many gold records that we
didn’t have anyplace to put them.
Bonzai: Do you still make the deci
sions at The Village?

Hormel: Nope. I try not to, anyway.
I've delegated everything to Nick Smer
igan. If it was up to me, I wouldn't
have gone along with the last remodel
ing. I've just spent another bundle.
Bonzai: You're still making music,
aren’t you?

Hormel: Yes. That's where my inter
ests were when I started The Village.
The studio was a side trip that the bank
made me do, because they wouldn't
give me the money without me show
ing them a business plan. I set it up
with a lot of ideas, systems, forms that
have become universally adopted by
studios.

Bonzai: What is The Village especial
ly good at?

Hormel: Making the artist feel at
home in a good, positive atmosphere.
It has a lot to do with our success.

recorder

California

Before I built Studio B, I spent hours
sitting there, imagining myself as ev-
ery possible person who could enter
the room.

Bonzai: Something that sets The Vil-
lage apart for me is the resident artist
program you have—Robbie’s got his
place, Mark Hudson. . .

Hormel: Is that unusual? Well, Rob-
bie, Mark, you're going to have to get
out.

Bonzai: Why were they drawn to have
a home base at your studio?
Hormel: Because I can’t say no. Rob-
bie, for example, came on the premise
that he would use his roomsto put his
material together. He’ll bring people
into the studio who are influential and
encouraging to business, and eventual-
ly record his end product in the studio.
From the standpoint that I can listen to
his album, which is a work of genius,
and feel that 1 had something to do
with getting it created, I'm pleased. W

Editor-at-Large Mr, Bonzai is a novel-
ist who raises miniature porpoises as a
hobby. His Studio Life—The Other Side
of the Tracks (Mix Publications) is in
development as a television sitcom, ex-
pected to air in late 89 or early '93.

(& Congratulations!

A Slemens Company

“Your Success is Our Success”
CT: (203) 744-6230 * NY: (212) 956-6464 - TN: (615) 329-9584 + CA: (213) 874-8124
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DONALD

FAGEN
REMEMBERS

VILLAGE

ome eight years after Steely Dan
quietly self-destructed, its sophisticat-
ed musical shadow still looms large
over principal vocalist and keyboard-
ist Donald Fagen. Along with his ex-
partner, Walter Becker, Fagen has pur-
sued a successful, if somewhat leisure-
ly, solo career—1982’s The Nightfly re-
mains his only album release as a solo
artist to date. But it’s the series of class-
ic Steely Dan records that remains
most firmly lodged in the musical
memory.

Throughout the '70s, the aural sheen
and increasing polish of albums like
Can’t Buy A Thrill, Countdoun To Ec-
stasy, Pretzel Logic, Katy Lied, The Royal
Scam, Aja and Gaucho defined a cool,
irony-laden and unlikely marriage be-
tween jazz and rock that provided a
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WALTER
BECKER:

Back at Village

by Iain Blair

Not much has been heard from
Walter Becker, the other half of
Steely Dan, in the years since the
duo decided to call it quits. But Mix
caught up with the reclusive musi:
cian/producer recently, appropri-

ately enough at The Village Re-

corder, where Becker has been put
ting the finishing touches ona new
album he’s been producing for
China Crisis.

What was the appeal of Village in
the old days?
We'd heard about it through various
people, especially jazz musicians,
so when we moved out to LA. we
came over to check it out and really
liked the way it looked and felt. It
was also the first studio to have 24-
track Dolby, so it was state-of-the-
—CONTINUED ON PAGE 118 J
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“We actually worked fairly quickly in

the beginning, believe it or not, but

the recording process gradually took

longer and longer as we went on.”

soundtrack for a whole generation.

For this special Mix supplement,
the normally reclusive Fagen talks
about the ecarly days of recording with
Steely Dan, and what made The Village
Recorder one of the band’s favorite
studios.

Do you bave fond memories of work-

ing at The Village Recorder?

Oh yeah, we had a great time back
then, perhaps because there wasn't so
much pressure to keep topping our-
sclves. The sessions were always pret-
ty relaxed, and the people were real
nice to us, too.

How many Steely Dan albums were
recorded there?

That’s a tough one to answer because
we’d do parts of albums there, or lay
down the basic tracks, and then per-
haps finish the song somewhere elsc.
To be honest, it’s hard remembering
what was done where, but I think our
first three albums, Carni’t Biy A Thrill,
Countdoun To Ecstasy and Pretzel
Logic, were largely recorded at Village.

OTARI MX-80 2” RECORDER

AVAILABLE AS: 24-trk, 24/32-trk, 32-trk
MX-80 features a microprocessor-con-
trolled constant-tension transport, a full-
function remote controller, exceptional

audio electronics, and connectors for inter-

facing to any SMPTE/EBU time code based
editing system, controller, or synchronizer.
RETAIL PRICE FROM $33,850.00

AMEK/TAC MATCHLESS

26 or 36 inputs, fully modular, complete 24 bus, 24 track in-line monitoring, 8 auxiliaries, 2
programmable mute groups, 4 band EQ with swept mids and selectable "Q,"” 27 LED meters,
patch bay models available, producer's desk, console stand.—retail price from $25,245

“ASK ABOUT OUR FREE ONE YEAR SERVICE CONTRACT!”

619 South Glenwood Place
Burbank, CA 91506 « (818) 843-6320
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In the early days, our favorite studios
were Village, ABC’s old studios and
Cherokee, which at that time was justa
small place out in the Valley, in Chats-
worth. We'd pretty much do everything
at those places.

Why did you like working at Village
so much?

Basically because it had this great
sounding room, and the people there
let us have a lot of freedom as far as
letting us have the time we needed to
do things. We actually worked fairly
quickly in the beginning, believe it or
not, but the recording process grad-
ually took longer and longer as we
went on, and the Village staff were
very understanding. I think the studio
was also just getting going then, or it
hadn’t been around that long, so it was
kind of good for both of us in that
way—we sort of grew together.
Which was your favorite room?

We used to record mostly in A, or what-
ever A was in those days, but it was a
lot different than the way it looks today.
I remember it had a lot of mirrors in it,
a great piano and a great, clean, bright
sound, which suited us perfectly, the
sound we were after. It was definitely
one of the best studios in town, no
question.

How did you book up with producer
Gary Katz?

He was working in-house at ABC when
they originally signed Walter and me
as “‘staff writers.” The trouble was, our
songs were considered so bizarre that
no one else wanted to cover them. |
think the only artists that actually re-
corded any of our tunes were Barbra
Streisand, and John Kay of Steppen-
wolf. Now, that’s bizarre to me! Any-
how, Gary took us under his wing, and
that’s how we kind of slid into becom-
ing artists ourselves.

When did you start working with
engineer Roger Nichols?

He worked with us from the very first
album and did all the albums like Pret-
zel Logic at Village. When we met him,
he was just a staff engineer at ABC, but
as soon as we realized what he could
do for us—not just in terms of engi-
neering the board, but in terms of in-
novative electronics, we grabbed him.
He was much more than just a sound
engineer. There was a lot of experi-
mentation going on, and new ideas
which we gradually refined over the
years—not that it speeded up the re-
cording process. [Laughs] Once we
got in that studio, we just seemed to
stay there.

When was the last time you recorded
at Village?

It was for my Nightfly album. We did
most of the tracking there, if | remem-
ber correctly, and we worked in the
big new room, C.

How was the new room?

Oh, great. It’s very easy to get a good
sound in there, and it was nice to be

“We used to
record mostly
in Studio A. It
had a lot of
mirrors in it, a
great piano
and a clean,
bright sound.”

back for me. I think the engineer on
those sessions was Elliot Sheiner, who
worked on some of the old albums
like The Royal Scam. And with Gary
producing, it was like old times again.
Those Village sessions also represent-
ed your and Gary'’s long-awaited use
of digital technology. Were they as
successful as you expected?

I think so. You know, we’'d always
planned to cut Gawucho on digital, but
there were still too many problems to
be ironed out, mainly maintenance
ones. But by this point, Roger [Nich-
ols] had gone to a course at 3M’s place
inMinnesota, and although there were
some headaches with the equipment
atthe beginning, it was smooth sailing
bythe end. [Laughs] It must have been
OK ’cause we almost finished the al-
bum on schedule. ]

1680 n. vine street, 608
hollywood, california 90028
213-469-7754
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-FROM PAGE 114
art. And, of course, they treated you

really well. What more could you
want?

It was also a bit off the beaten
track?

You're right. All the studios were in
Hollywood, and I think part of the
appeal was that it was outside the
mainstream. It was also nice to get
away from the ABC offices and stu-
dio where there was a lot of real
bland pop stuff going on. Not that
we thought we were jazz, but just
that we felt we were different
enough, and working here would
help distinguish us.

Did you guys bave a favorite
room?

Like Donald said, we used “A” for
all the Steely Dan stuff with the
exception of Gaucho, which was
mixed in “D”—which didn’t even
exist when we started here, by the
way.

Have you worked much bere since
Steely Dan days?

No. In fact, this is the first time I've
been back since 1978, apart from
once when Gary Katz was doing
something here.

So what brings you back now?
I've been producing China Crisis in
Hawaii, where I live, but we flew
back here to do some percussion
overdubs and use some musicians
who aren’t available over there. It
was more economical to come here
and record than fly everyone in.
We're using “D” because I'd talked
to Dick La Palm about this room,
and he told me it'd been complete-
ly refurbished and sounded great,
and he’s right. It’s a very comforta-
ble place for me, 'cause I feel like I
grew up here. Not only is the sound
excellent, but it’s a very light, airy
room, and everything functions
flawlessly.

How do you perceive Village
today?

I'think the qualities of the place that
originally attracted us, and which
kept us coming back here for so
many years, are still very much here,
and it’s great to be back. It’s inter-
esting to note that some of the same
people are here that were working
here back in 1972. There aren't
many studios where that’s the case,
and they're great people. I'm look-
ing forward to doing a lot more
[ recording here in the future. W
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Culture Club, Denice Williams, and BPI Producer of
the Year

“The difference in (BBE) processed audio and non-
processed audio is like the difference between high-
fidelity speakers with and without pillows placed in
front of them.”"— Radio World Magazine

“For my own personal system, it was the answer to
problems I had been trying to solve with a graphic
equalizer. The system has never sounded so good.”
—Mix Magazine

“You're in aural heaven.”"— Music & Sound Output
Magazine

Full Warranty
All BBE products are backed by a full year's warranty
on all parts and labor.

Where Can You Hear The BBE Difference?

For the name of the BBE professional sound dealer
nearest you call toll free 1-800-233-8346. In California
1-800-558-3963.

Then stop by. You'll love what you hear. All of it.

DBDBL

Sound Inc.

5500 Bolsa Avenue

Suite 245

Huntington Beach, CA 92649
(714) 897-6766
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ROBBIE
ROBERTSON

by Iain Blair

The figure of Robbie Robertson stands
tall on the musical landscape of the
past two decades, from his contribu-
tions to the first Band album, 1968’s
Music From Big Pink, through to his
long-awaited and inspired first solo

album of last year. In between, the
singer guitarist/songwriter worked
with Bob Dylan on such classics as
Planet Waves and the Basement Tupes,
scored such films as Raging Bull,
Carney and The King of Comed), and
functioned as creative consultant for

Chuck Berry’s Hail, Hail, Rock 'n’ Roll
feature tribute.

Over the years, much of Robertson’s
work has been done at Village, where
he now maintains a permanent office-
cum-studio. For this special supple-
ment, Robertson talks about his rela-

Robbie Robertson (L) and Paul Young (R) get together with engineer Jim Scott
at the Village Recorder in Los Angeles.




tionship with the studio overthe years,
the appeal of the studio and his cur-
rent experimental recording methods.

When did you start recording at
Village ?

The first thing I did here was an album
with Bob Dylan and The Band called
Planet Waves back in 1973. It was an
experimental album that we recorded
extremely quickly: in about four days.
And I think from that point on I felt,
“This studio has a great atmosphere
and it’s conducive to working fast,” so
I kept coming back. That was really my
introduction to Village, and I remem-
ber we recorded in the old Studio B. 1
think they had a Quad board in there,
and it was areal solid sounding room.
You could find a great sound real fast.
What else appealed to you?

[Iaughs] It was real convenient ‘cause
I'was living in Malibu, and as time went
on, they kept upgrading it and making
it more flexible, until it just became my
studio of choice automatically.

Did you bave a favorite room?
Well they kept changing them. Where
my office is now used to be the old
Studio C, which 1 believe was the first
studio in the building, and there’s an
incredible list of people who've re-
corded there. So now I'm based out of
here, which works great, because
there’s the isolation, and I can come
here and really concentrate. In fact,
I've always looked at this place like a
think tank where I can write in peace.
Plus, if I need to put ideas down on
tape, it’s all here. If I get stuck, I just
call downstairs for whatever equip-
ment I need. It was a smart move set
ting up here.

What other projects bave you done
at Village over the years?

I did the recording and mixing for The
Last Waltz, recording the studiotracks
and mixing the whole project, and 1
also did the music for Raging Bull and
The King of Comed), among other film
projects. And I produced Neil Dia-
mond’s Beautiful Noise album and
stuff for Tom Petty. The thing is, I also
worked a lot out of Shangri-La studios
up in Malibu, which the Village actual-
ly put together. All the equipment
came from here originally.

So the Village people were always
very belpful?

Yeah, Geordie Hormel’s been tremen-
dously supportive over the years,
whether I was working in this studio

Congratubations

TO THE
VILLAGE RECORDER
ON 20 YEARS OF
RECORDING EXCELLENCE.

“NO STATIC AT ALL.”

A.H. FLORES, INC.

NORTHHOLLYWOOD
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or that studio. He's a great guy for
coming to the rescue.

What about your solo album ?

I did about 70% of it here. We also did
some very experimental things with it.
There’s an area upstairs—above my
room, actually—called “The Grave-
yard,” which is like an old soundstage
for movies from years ago. We wanted
to try recording some things there, so
we cleared it all out—it was just being
used for storage—and ran cables and
video lines down to Studio A so that
we could use A’s control room. We
recorded quite a few of the tracks in
The Graveyard—"‘American Roulette,”
“Fallen Angel” and “Broken Arrow” —
and then used Studio B a lot, too,

like I was saying, it’s the perfect place
for me to do it. I've started making
some basic demos of ideas, which 1
put down either on cassette or this old
3M 16-track machine I've got and
which I like to use ‘cause I love the
sound. You've got more room on a
16-track tape, so you can smash the
sound onto it, and it’s got really nice
transient qualities to it. It’s the same
setup I used on the last album, with
the 16-track acting as the slave for the
24-track machine instead of the usual
24 and 24 setup. So thisroom is organ-
ized for both writing and recording,
with amps and guitars and keyboards
and drum machines. In fact, I did a
whole lot of the last album recording

“The Graveyard is all wood,
so we got a real warm
sound instead of that cold,
hard, cement sound a lot of
studios have today.”

‘cause we wanted no ambience what-
soever. B isn’t even like a room for
recording in, and we had amps set up
in the bathrooms and drums in the
piano room, and the bass player and
guitarist in the control room itself. It
was just a different style of recording,
and we got so we liked it a lot. It gave
us a very immediate sound.

The results certainly don’t sound like
most albums today.

No, and that’s because everyone’s into
recording in these huge hangar-type
places, but producer Daniel Lanois and
I wanted a sound that just hits you
smack in the face, and we created a
different sound that’s more like a can-
non than a drum. And The Graveyard
is all wood, so we got a real warm
sound instead of that cold, hard, ce-
ment sound 4 lot of studios have today.
What about your current project?
Right now I'm coming in here and
writing songs for the next album, and

up here as well, after we'd cut the
basic tracks in The Graveyard. 1 did
most of the vocals, most of the guitar
solos, a lot of overdubbing.

How bas Village changed over the
Yyears since you started working
bere? And what keeps bringing you
back?

What'’s really great here is the working
atmosphere. That’s a big plus, and it's
also a studio that has kept on the cut-
ting edge of technology, but which
hasn’t left behind its character. It'salso
incredibly flexible and you can do just
about anything here because of all the
different rooms. They've just renovat-
ed D, which now has a great feel, but
it’s totally different from A or B. And
it’s a huge benefit to have rooms with
Neve in them and rooms with SSL, as
Neve rooms are great for recording in
and SSL is great for mixing. So with that
flexibility, and a great staff, you can’t
beat it for my money.

GEORDIE:

congtatulations
on the first twenty.
mMore success
during the second’
twenty.,

Christopher Gruys, JO, CPA
4500 Via Marina; 2nd Floor
Marina Del Rey, CA 90292
(213) 827-2199
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y first session with the Beach

Boys was in early '63. We did a
record called “Olly, Olly, Oxen Free.”
Brian Wilson was just a skinny young
kid who sat at the piano and played
chords. He didn't seeni to be able 1o
play melodies the way most jazzers
were playing piano, comping with the
left hand and playing melodies and
ad lib lines with the right. Brian was
comping with both hands and sing:
ing the melody, humming as he
played, because the words weren’t
written yet. [ didn’t realize that his
two-handed comping with all ten fin-
gers was fanning the chord structure
for his vocals that would follow.

This was the beginning of Brian’s
rise to success and since most of us
were just starting out as regular session
musicians, we became a team to'back
him. We wanted to be the number one
musicians in the studios and we didn’t
question the arranger/composer. We
were getting steady work and when 1

MAKING
WAVE S

WITH THE

A

&S

The clean-cut kids
from Hawthorne, California.

got a call from a new leader it was
another notch on my drumsticks.

Surfing was the rage and the whole
world was looking to California for the
music of summer. What better name
for a group than the Beach Boys? They
symbolized every teenage dream of
freedom, fun, romance and sunshine.

The sessions were a lot of fun. We
worked at Gold Star first, where I had
done all the Spector dates. Later we
moved to United Western, then to
Brian’s house and even later to their
Brothers Studio in Santa Monica. Glen
Campbell, as well as Jan & Dean, sang
on the records (the Beach Boys used
to sing on Jan & Dean’s records too).
There was a great feeling of camarade-
rie in the early days of rock and roll. It
was common for various acts to join in
on other artists’ records.

When we did the first Beach Boys
dates at Gold Star, it was no different
from working for Phil Spector or Herb
Alpert. It was another date at the magi-
cal studio that was putting out hit after

124 MIX, SEPTEMBER 1988




Brian Wilson and Hal work out a
part on the piano.

hit. The Beach Boys were starting to
make some noise on the charts and
these sessions were some of the many
the Wrecking Crew was called in for.

Brian was playful, and always had a
smile on his face, but there was noth-
ing wishy-washy about the way he
worked. He was very serious when he
sat down at the piano. There was no
searching around. He would play ex-
actly what he wanted and there was no
experimentation.

Part of the Wrecking Crew was al
ways with Brian in the studio—usually
Carol Kaye or Ray Pohlman on bass,
Tommy Tedesco on guitar along with
Bill Pitman and Glen Campbell. Often-
times Billy Strange and Lyle Ritz were
also there. At Gold Star, Stan Ross
handled the knobs in the booth and at
Western it was always Chuck Britz. We
had Don Randi on piano and Steve
Douglas with his mighty tenor sax sit.
ting next to Jay Migliori. Brian usually
had a chord chart and we all made our
own parts. When copying machines
started coming on the market, Brian
brought in his chart and sent it to the

office for more copies. They were sim-
ple chord charts and we all filled in
what Brian wanted. We'd run it down a
few times, make a few minor adjust-
ments and the old 2-track would be
punched up. Ina couple of takes we'd
have it.

Brian didn’t believe ina lot of takes,
but he did believe in a lot of sessions.
We often did small segments of a song
and that was it after just a few takes. But
other times we’d rehearse for hours

IR

while Brian got the sound he wanted
in the booth. “Good Vibrations” took
many, many sessions with many seg

ments recorded and re-recorded. He
was a fanatic about having everything
perfect. He wanted spontaneity but he
wanted a perfect take. That's one of the
big things you learn in the studios. It’s
the sign of a great actor or artist of any
kind—making it sound like it just
came off of the top of your head after
you've been rehearsing it for hours,

Most near-field reference monitors are really
hype boxes which enhance the sound and
delude perception. The new DTM-3 was
specifically designed for world class
reference to the real world. A unique 3-way
design with an exclusive down-firing wocfer
insures true low frequency response and
makes imaging deep and powerful. The
professional choice for studio reference
and priced affordably for the finest in home
audio. Compact. hand-crafted and hand-
tuned — the DTM-3 is a big idea whose
time has come. . .small wonder.

DTM-3 trom
USCO Audio Engineering
Exclusively Distributed by
Audio Intervisual Design
213-469-4773

Dealer inquiries Welcome
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days or even months.

In the early sessions, we had no
idea what the finished product would
sound like. We recorded basic tracks,
bits and pieces, and that was that.
Sometimes we heard rough vocals in
the studio, but the Beach Boys didn't
really want anybody around when they
did the finished vocals. Then we start-
ed hearing the records on the radio
and realized what was going on. The
combination of Brian’s vision and the
painstaking work on the songs created
something that took pop music to a
new level.

My particular sound for Brian was

The Beach Boys
really didn't
impress me at first,
| thought Brian
was copying these
other singers.

Brad Fiedel, ace composer of film
and TV soundtracks including The Big
Easy, The Serpent and The Rainbow,
Nowhere to Hide and Fright Night.

FAIRLIGHT INSTRUMENTS INC.

AUSTRALIA
15 Boundary Street,
RUSHCUTTERS BAY 2011
Phone: {02) 331 6333 Fax: {02} 332 3362
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Phone: (01} 624 6000 Fax: (01) 372 6370

SERIES llI-“A PAINTER WITH
A MUSICAL PALETTE-.

Fairlight is a registered trademark of Fairlight Instruments Pty. Led

"I can use the Series III
intellectually . . . think-out
parts and assemble them
methodically. And on the other
side, it acts as a receptor to my
imagination. Like being a
painter with a musical palette.
I can colour a little here
smudge a little there. The
Series III works for me in
infinite ways.

The Series III is a major part
of my work because I don’t have
to sit and think and write,
hoping that other musicians
havex:ﬁe sight and feel to
recreate the musical vision I've
mated to the film.”

For further information on
the remarkable Series ITI, and
a no-obligation demo, contact
your Audio Consultant or your
nearest Fairlight Office.

US.A
2945 Westwood Blvd.,
LOS ANGELES CA 96064
Phone: {213} 470 6280 Fax: {213} 474 9716
110 Greene Street,
NEW YORK NY 10012
Phone: (212} 219 2656 Fax: {212} 334 6153
Suite 201, 49 Music Square West,
NASHVILLE TEN 37203
Phone: (615) 329 0414

TREBLE JOHNS + MORE

126 MIX, SEPTEMBER 1988

Circle #137 on Reader Service Card

FAIR 0066 B

basically the Phil Spector sound with a
few minor changes. For Spector the
snare sound had to be very high and
tight to cut through the “Wall of Sound”
and do all of the craziness that hap-
pened on the fades. The toms were
left mid-range and I always played the
snare and the floor tom in unison to
strengthen the back beat sound. I rare
ly used cymbals or played hi-hat
eighths. For Brian I modified the snare
to a lower sound combined with the
floor tom and he loved it.

Afterwards, I would overdub percus
sion effects. I was invited to experi-
ment and I don’t ever remember Brian
telling me not to play anything 1
thought might work. He wanted a
good back beat and beyond that what-
ever | wanted to do was okay. Percus-
sionists have had little toys around for
years, but you never used claves or
shakers unless it was a Latin tune, for
example. 1 started using effects on the
sessions and they usually ended up on
the records.

Brian's father Murray Wilson was of-
ten at the dates and his presence
caused a few clashes. Brian knew ex-
actly what he was going for, but Murray
was usually thinking in opposite terms.
After awhile Brian barred his dad from
his sessions, and then everything was
smooth sailing. But Murray came on
the scene again, this time with his own
group, The Sunrays. He was deter-
mined to show Brian he could do it.
Murray was quite a colorful character.
Before each session with The Rays he
said a prayer and then passed out $2
bills to all of us for good luck. But The
Sunrays never really happened.

I am often asked what Dennis Wil
son’s feelings were about me playing
the drums. After all, he was the group’s
drummer. Dennis and 1 were good
friends. He admired and respected my
technique, and Dennis was no fool.
The popularity of the Beach Boys was
paying for all of his whims—motor
cycles, boats, women and fast cars. He
was living the good life and 1 don't
think that he really wanted to be in the
studios as much as in the early days.
But in later years Dennis became very
involved in the Brothers Studio com-
plex. He even hired me to play on his
solo album for Warner Bros. Dennis
also played great piano, maybe better
than drums. But don’t get me wrong:
he could never really be replaced by
anyone else. He was the consummate
Beach Boy. He was the only real surfer
of the group, and it showed. He had all
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of the women going crazy while he
pounded the drums on stage. (I was
part of one of their Hawaiian shows
and saw how the audience reacted to
Dennis. The Hawaiians obviously
loved all the Beach Boys, but Dennis
in particular.)

I think the least known Beach Boy,
Bruce Johnston, was probably the most
talented of the gang, along with Brian
of course. Bruce (who came along
later and isn't related to the others)
and I first met when he was playing
the organ on a session. I couldn’t get
over his incredible touch. He was a
real unknown to the Wrecking Crew
but you could hear this mountain of
talent pouring out of the Hammond
B3. I knew it wouldn't be long before
he would be a star in his own right. 1
always thought that if Bruce had gone
out on his own instead of joining the
Beach Boys he would have hit solo
stardom.

Mike Love and Al Jardine were
Beach Boys from the start. They had
their squabbles like every other fam-
ily, but they were always respectful
of the musicians making their rec-
ords. They weren't around as much as
Brian, but their distinctive voices were

Brian Wilson

an irreplaceable part of that Beach
Boys sound.

Mike Love was the on-stage come-
dian of the group and the kids loved
him. Brother Carl Wilson was usually
at all of the sessions playing bass or
guitar, and helping to arrange and com-
pose. Carl was a very quiet and deter-
mired youngster. Everything he did
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was well thought out, and when he
made a suggestion it usually worked
perfectly. Carl also had some good
musical training, and it showed.

The Beach Boys didn’t really im-
press me at first. I had done sessions
with the Hi-Lo's, the Four Freshmen
and the Four Preps, among others, and
I thought Brian was copying these oth-
er singers. Boy, was I wrong! Brian’s
roots were the Hi-Lo's and the Fresh-
men, but the Beach Boys were so in-
tense in their vocal structures that with-
in weeks I realized their sound was
something very different. The Beach
Boys were taking what were then sim-
ple rock and roll chords and making
them much more sophisticated. And
who could have imagined there would
be hit songs about surfing and hot
rods? No one had done what the Beach
Boys were doing, and the fans loved it.
So did the Wrecking Crew. We knew
we were making some history.

I felt good about being part of their
music. It's what I had been working
for all my life. A lot of the older Holly-
wood studio musicians said they
wouldn't play that stuff. They packed
their bags, and a lot of guys left the
business forever. But some of them
got smart. Players who had been bad-
mouthing the Wrecking Crew started
hanging around to find out what was
going on. I'd hear things like, “Hey, 1
thought it was just a stupid rock and
roll thing, a fad—1I had no idea.”

Brian was a thinker, a creator, and
with the bucks the Beach Boys were
making, the sky was the limit. One time
we were in the middle ofa session and
Brian called me in to listen to a play-
back. A business manager was also in
the booth trying to talk to him about
the excess money that was sitting in
Brian’s Sea of Tunes publishing com-
pany and how something had to be
done with it. Brian kept telling this guy
to shut up and finally yelled, “Just do
whatever you have to do and leave us
alone!” This man wrote out a check for
a half-million bucks and Brian signed
it. He was glued to the playback. His
eyes and ears were on the studio
speakers and he just signed the check
like he was off on another planet.

Brian never did a playback without
calling me into the booth for a listen.
He wanted to know if the track was in
perfect tempo and steady. Phil Spector
used to call me in all the time as well
—itbecame a regular request with pro-
ducers, because the basic tracks were
the foundation on which the rest of
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PEAVEY ELECTRONICS CORPORATION

711 A Street ' Meridian. MS 39301 / Telephone: (601) 483-5365 / Telex: 504115 / Fax: 484-4278 / £ 1988
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the material was built. Every hit record
was an investment in my career, and if
I had missed abeat it would be hard to
live down.

The sessions for Pet Sounds were
especially entertaining. It was really
a big, long party recorded in the larg-
er Studio Two at Western, so there
was enough room for all the friends
and relatives. People were singing
along and clapping and 1 think the
tape machine was left on most of the
time to catch the spontaneity. The
sessions weren't exactly free-form, be-
cause there was an organizational con-
cept, but there was a lot of room for
surprises.

After Brian married Marilyn they
moved into the Bellagio house in Bel-
Air. Everything seemed great. Brian im-
mediately had the house painted pur-
ple and the wrath of the community
came down on him—there was an or-
dinance that houses could not be
changed from their original color.
Brian had to have the entire house
repainted. That was two paint jobs in a
matter of days. And we’re not talking
about asmall A-frame house down the
block. This was an estate in Bel-Air.

The next move seemed to be logi-
cal. Brian had a magnificent den with
a beautiful rock fireplace. It soon be-
came the new Beach Boys studio. He
spent a fortune having a booth put in
upstairs overlooking the den. I think it
was 1967. From then on it seemed like
everything started going downhill for
the Beach Boys. As with most record
acts, the fans were on to the next craze.
The record buyers were growing up
and going off in other directions to
new groups and new sounds.

When we'd record at the house in
Bel-Air, we'd go through the big iron
gates and set up in the converted den
that had become the new studio. A big
piece of board covered up the fire-
place so the sound wouldn’t go up the
chimney. The control room was above
us, with small slits for the engineer to
look through. It was an alienating envi-
ronment, and stranger still when Bri-
an disappeared from the scene. If we
asked what was going on, we were
told that Brian was elsewhere. It was
all hush-hush and mysterious, but we
continued recording. I don't think any-
thing major came out of the sessions.

With every passing day Brian was
having more mental problems, prob-
lems we knew nothing about. He got
into meditation and I don’t know what
all. We'd catch a glimpse of him in

pajamas and he didn’t recognize any-
one. He gained about 100 pounds and
was almost unrecognizable. His hair
was shoulder length and his whiskers
made him look like an old man, un-
kempt and in a general state of dishev-
elment. He reminded me of the old
wrestler, “Man Mountain Dean.” It was
sad for all of us to watch.

Several years later 1 got a call from
Terry Melcher. He was going to do a
date at RCA with Brian and wanted the
old gangthere. It was more therapeutic
than creative, just to see how Brian
would react. When Brian arrived he
was even heavier and his hair was long-
er. He acted strange and kept shaking
his head, as if a nervous tick had over
taken him. He entered this massive
studio and walked to the piano and
started comping the intro to “Good
Vibrations.” He kept looking over at
me as if | were a stranger, muttering,
“Do you know this song?” 1 almost
cried, but  managed to keep my com-
posure and said, “Sure Brian. One of
my favorites.” He kept looking around
the room at other people. They were
all old friends, but he was squinting at
them as if they were strangers. He got
up after a few minutes and walked out.
We were all speechless. Brian had real-
ly hit bottom.

In 1982, 1 got a call from Chuck
Britz: “Brian wants to record!” 1 en-
tered Western Studio One expecting
the worst. Brian walked in, shook
hands with the old Wrecking Crew and
we realized we were witnessing a mira-
cle. He had lost what seemed like a
couple of hundred pounds and was
his old self. He gave everybody the
chord charts and we started working.
He stopped once in a while and gave
note changes to the horns. We practi-
cally had tears in our eyes, we were so
happy. He was the old Brian Wilson.
We couldn’t believe it. We did three
sessions and it was like old times.

If there is a moral to all of this, 1
would say that the Beach Boys simply
had too much too soon. You can't hand
a kid a million bucks and expect him
to act normal. Think back to when you
were a kid—you always wanted to buy
mommy and daddy a house. Well, the
Beach Boys were buying houses, cars,
furs and jewelry. I was in my 30s when
they hit the top of the charts and I was
old enough to appreciate the good
fortune that came my way, but when
you're just a kid and you have it all,
what more do you have to look for
ward to? ]
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Ee publishers of Mix invite you to join your

fellow professionals and some of the recording

industry’s biggest names at the Fourth Annual

Technical Excellence and Creativity Awards.

Thursday, November 3, 1988
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Biltmore Bowl, The Biltmore Hotel | TECHN|

Los Angeles, California
Reception: 6:00 p.m. Dinner: 7:00 p.m.
Awards Ceremony: 8:30 p.m.
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The TEC Awards will be held the first night of the T
85th AES Convention. A special highlight of this
year’s program will be the induction of Les Paul
and the late Bob Liftin into the newly established
TEC Awards Hall of Fame.

Seating for the 1988 TEC
Awards will be assigned
according to the date
tickets are ordered. For
ticket information and
complete details, call or
write Rachel McBeth at
Mix Publications, 6400
Hollis Street, Suite 12,
Emeryville, CA 94608.
Phone: (415) 653-3307;
Fax: (415) 653-5142.

L
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- 1988

AWARDS

Presented by Mix Magazine

The TEC Awards are a
benefit for the House Ear
Institute and audio engi-
neering scholarships.



ONE OF THE TOP
PERFORMERS AT THE
INDY 500 HAS ONLY
21.7" HORSEPOWER.

Crown engineers, long known for their
performance, have built a machine so
powerful that just one has the capability of
driving the entire 400 speakers at the
Indianapolis Motor Speedway.

The Macro-Tech® 10,000. 16,200 watts*
of burst power, is a masterpiece of audio
technology: pure, natural, uncolored per-
formance: incredible power: engineered to
be as reliable as the Crown name itself.

An amplifier designed to deliver such
power demands extraordinary circuitry
throughout. Conven-
tional circuit boards
simply can’'t handle the
necessary current, so
Crown developed
massive high-current
copper conductors —

‘BUSSBAR’
construction.

Key to achieving relia-
bility in amplifiers as
powerful as the Macro-Tech
Series and Micro-Tech®
Series is success-
fully protect-
ing circuits
from overheat-
ing or overload.

Patented ODEP (Output Device Emulator
Protection) circuits, utilizing onboard
computers, simulate the condition of
output transistors to detect and compen-
sate for overheating and overload. Efficient
heat sinking and forced-air cooling systems

I

*40mSec. 1kHz sinewave at 0.05% THD burst
power-mono. Contact your dealer or Crown for
complete specifications.

further ensure the reliability of these
amplifiers.

Crown's patented Grounded Bridge
Circuitry provides high output headroom —
allowing extreme voltage swings without
putting output transistors in series. The
result is low distortion with extremely high
dynamic range and greater reliability.

Optional FLE. (Plug-in Panel) accessories,
avariety of plug-in cards, allow Macro-Tech
Series amplifiers to be tailored to indi-
vidual needs.

The brute force of

IIIIIIIIIIIllIIIIIIIlI!lIIlIIIIIIlllII Illlllllllllllmi | the MA-10.000 carries
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through the entire
line of Macro-Tech
Series and Micro-
Tech Series amps.
MA-2400 - 2680 watts*
output. MA-1200 -
1605 watts* output.
MA-600 - 1140 watts*
output. MT-1200 -
1605 watts* output
MT-600 - 1140
watts*
output.
Micro-Tech
Series amps are the
worldwide industry
standard - the ‘workhorse’. and
are now joined by the versatile super power
Macro-Tech Series. All backed by the best
warranty in the business.
At Indy. sheer power and incredible
endurance always wins.

& COWN. . woon e

1718 W. MISHAWAKA ROAD, ELKHART, IN 46517
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PREVIEW

Sony 3324A Digital
Multi-Track

Sony has launched the
PCM-3324A, a new version
of the 3324 digital multi-
track recorder with
improved sound quality,
enhanced error correction
and superior VISI technol-
ogy. Along with new filters
in the A-to-D and D-to-A
stages, the new machine
boasts 2X oversampling in
both record and playback.
Error correction has been
increased from three to
five digital words (which
does not affect compatibil-
ity with other DASH-format
recorders).

The new VISI chips
reduce the number of cir-
cuit boards from 45 to 28,
lowering the machine’s

weight and fan require-
ment, and providing a 25%
reduction in overall power
consumption. Operational
improvements include two
selectable channels of dig-
ital 1/Os, both for PCM-
1610/30 equipment and
standard AES/EBU systems.
Both allow direct digital
transfers to other 2-chan-
nel digital devices and also
can be used for selective
track bouncing. A built-in
video clock board facili-
tates working with film
and video, and the pro-
posed MADI digital inter-
connection will be availa-
ble as a retrofit option.
Circle #155 on Reader Service Card

NEew ProDUCTS

NEOTEK Essence
Console -»>
Designed primarily for
audio post work, the
NEOTEK Essence facili-
tates multi-track effects
layup, ADR and Foley
recording. It provides 24
or 32 monitoring inputs
(or more) for tape play-
back, 4 or 8 high-quality
mic inputs with EQs and
filters, a comprehensive
communications system
integrated with machine
logic, complete patch bay
and a compuct physical
layout with ample work-
space (for cue sheets, syn-
chronizer keyboard, etc.).

Each monitor module
offers a 60mm fader, pan
and logic mute to mix,
flexible aux sends, signal
presence meter and a
“record ready” switch that
interacts with the recorder
or synchronizer. All mutes
and mute groups can be
controlled via GPI or
automated with an internal
or external MIDI/SMPTE
sequencer. Each input
module provides line trim
and mic preamps with 48V
power, 4-band parametric
EQ and sweep high-pass
and low-pass filters. The
signal pans from a 100mm
fader to four mix buses, a
main stereo bus and a
separate stereo bus that
routes to multi-track re-
corder inputs. Like the
monitor module, the input
module has aux sends,
mute logic and solo
functions.

The master section
holds monitoring, meter-
ing and control facilities,
an improved, automatic
talkback system, two alter-
nate speaker switches

battery backup and indi-
vidual disc load and
unload. The PX-240 is
optionally available in

(with provision for mono
in one speaker), high-res
LED meters and switchable
VU meters. List prices start
at $21,690 for 24 monitor/4
input modules. Some of
the many options available
include MIDI direct/mute
automation system, direct
digital interface, overpress
cue on input modules and
P&G faders.

Circle #156 on Reader Service Card

Audioaccess 240
CD Changer

What's 17 inches wide, 16
inches deep, 7 inches
high, holds up to 240
compact discs—and plays
them all, in 81 random
playback combinations?
The new PX-240 CD
Changer from Audioaccess
(Foster City, CA) has a
maximum delay of ten
seconds between selec-
tions, and features 4 x
oversampling, dual 16-bit
D/A converters, RS-232
inputs and outputs for
computer control and
daisy-chain configurations,

134 MIX. SEPTEMBER 1988

rack-mount form, and a
version with two internal
CD readers for crossfading,
simultaneous play and fas-
ter access to sounds on
two different discs is
planned for release in the
near future.

Circle #157 on Reader Service Card

Harrison AIR-790
Broadcast COnsoIe*
Nashville-based Harrison
Systems has debuted their
AIR-790 on-air broadcast
production console, which
they claim “has the lowest
noise floor in the indus-
try.” Along with 104mm,
P&G 3000 Series faders
and CMOS switching for
assignment buses, its fea-
tures include two main
stereo outputs, two sepa-
rately derived, main mono
outputs, an aux send with
level trim and a clean-feed
bus. The AIR-790 includes
a clock module with exten-
sive logic control for up-
count or down-count and
simple time-of-day setting
in 12- or 24-hour format.
Any input module can be
programmed to reset to
—CONTINUED ON NEXT PAGE
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6 ch, 200w System with 2-way 12" Spks
DIRECT $899 List $1795

8 ch, B0Ow System with 2-way 15” Spks
DIRECT $1699 List $3295

24 ch_ 1300w Tri-Amped 4-way System
DIRECT $5359 List $1D,495

MX8225 800w
MX621 List $2395
MX641 200w DIRECT $1149

List $89"
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DIRECT $599 DIRECT $1449
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PREVIEW

zero and restart the timer,
as well as mute the control
room speakers or the
speakers in one or two
connected studios.

The AIR-790’s stereo-line
input module with dual-
logic circuitry also sup-
ports two tape machines,
with control logic follow-
ing A/B input selection.
The AIR-790’s “next” func-
tion can act as a sequencer,
assisting the operator in
firing multiple carts or
other source machines.
Discrete mute program-
mability on the A/B input
select, along with an APL/
audition system, let the
operator preview program
material without sending it
to the main program bus.
Circle #158 on Reader Service Card

ters. Absolute noise level
at the output is better than
-90 dBm, and since the sig-
nal path doesn’t use cou-
pling capacitors, lower dis-
tortion and greater
transparency are achieved.

Available with various
modified filters to meet
specialized needs (such as
room and system tuning,
or applications requiring
low-frequency band dupli-
cation), the 642B lists at
$995.

Circle #159 on Reader Service Card

Carvin Graphic EQ
Sound reinforcement and
recording can now be
enhanced by the new
EQ2029 1/3-octave graphic
equalizer from Carvin
(Escondido, CA). Its

IL3632 and 1L.2824 in-line
production desks—are
available with 48 channels
(104 inputs in remix), 36
channels (80 inputs in
remix) or 28 channels,
with 32 or 24 buses. Manu-
facturer specs indicate a
mix noise (when 32 chan-
nels are assigned) of better
than -82 dB on the masters
and groups, and inter-
channel line crosstalk and
inter-monitor crosstalk at
10 kHz are stated at better
than -85 dB.

Designed primarily for
tracking and basic mixing,
the new consoles feature
dual line inputs, 4-band
parametric EQ that can be
assigned or split between
the monitor or the chan-
nel, high-res LED bar-

Orban EQ/Notch f
Filter

Orban of San Francisco has
improved its 622 series,
and the result is the 642B
parametric EQ/notch filter,
featuring dual 4-band/
mono 8-band configura-
tions, with noise/distortion
specs said to be compara-
ble to 18-bit digital. Each
band covers a 20:1 fre-
quency range, with broad
overlaps between bands.
The filters’ “constant-Q”
design provides +16dB
boost and -45dB cut in
each band, providing full
notch filtering capability
with no interaction be
tween parameters. Band-
width is continuously vari
able (from 0.29 to 5) and
the 642B also includes
18dB/octave high-pass and
12dB/octave low-pass fil-

smooth band-pass filtering
provides “ultra-low distor-
tion and transparent, low-
noise operation,” accord-
ing to the company. The
29 bands are centered on
standard ISO frequencies.
Switchable ultrasonic and
subsonic filters eliminate
ultrasonic noise, oscilla-
tion, stage rumble, wind
noise, etc. Enclosed in a
two-unit, rack-mount chas
sis, the EQ2029 lists for
$595 and is available fac-
tory direct for $299, com-
plete with one-year war-
ranty. For more info, and a
free 84-page catalog, call
Carvin toll-free at (800)
854-2235.

Soundtracs IL
Series Consoles

The newest consoles from
Soundtracs—the 114832,

graph meters and a com-
prehensive patch bay. Each
channel has a mic input,
eight aux sends, six mono
sends and a stereo bus.
Monitoring can be PFL or

in-place solo, and the mon-

itor fader can be assigned
as a subgroup fader. Master
muting facilitates pre-
programming of two chan-
nel mute groups. Options
include stereo inputs and
eight effects returns.

Circle #161 on Reader Service Card

Spatial Sound SP-1
Sound Spatializer
The SP-1 from Spatial
Sound (Mill Valley, CA) is a
new kind of device
designed to process sound
spatialization (the simula-
tion of spatial movements
of sounds). This real-time
MIDI processor handles
sound localization (define
perceived locations of
sounds), sound movement
simulation, spatial pattern
generation (generate and
scale, translate, rotate,
record and playback elabo-
rate spatial patterns),
multi-dimensional spatiali-
zation (create sound move-
ment patterns in one, two
or three dimensions) and
a wide range of special
sound effects.

The SP-1 accepts up to
four independent audio
sources and handles two
to eight speakers. Able to
process any live or re-
corded audio signal, it can
be used live or pre-pro-
grammed for automated
playback under tape or
MIDI control. Its extensive
MIDI implementation in-
cludes dynamic MIDI con-
trol for direct, programma-
ble interaction of MIDI
keyboards and spatializa-
tion. Inputs/outputs are %-
inch jacks, along with
MIDI In, Out and Thru,
with a memory capacity of
30 spatialization programs
and 30 sequences, each up
10 99 steps.

The unit lists for $2,895

—CONTINUED ON NEXT PAGE
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off and hammer-on notes.
You can change styles

Guitar players are now
free to enjoy one of life’s

most basic pleasures: in an instant, too. Because
Absolute power. each of the 64 internal
With the Yamaha® G10 memories (and 64 car-

Guitar MIDI Controller, tridge memories) in the
G10C contains a full

) setof performance
parameters such as

individual string

The G10C MIDI Guitar Converter.
Different playing styles at the touch of a button.

along with the rack- )
mount G10C Guitar ' gglllugtrlll%i%agp;)n%og(lm_
MIDI Converter, you ’ -

. » : troller assignments.
can easily control just & ! Any one of which
about any MIDI de- can be called up at

vice you choose. Be the touch of a button.

it a synthesizer, sam- But you've wait-
pleé, tone genﬁrator ed long enough for a
Or drum machine. MIDI guitar that

But even more im-

portant, the GI0 sys- really works. So stop

all this reading. Call

tem recognizes you 800-333-4442 for an
for what you really are. i authorized Yamaha
A guitarist. A ¢ Digital Musical Instru-

In fact, it lets you use @& ments dealer and go
every expressive trick g play the G10 system.
of %1}61: trade. , Without delay.

ere’s no frustrating

delay. You can bend notes. YAMAHA :

maha Music CorB:ra!i . . usi ument Division,

Box 6600, Buena Park, CA 90622. In Canada: Yamaha Canada Music Ltd.,
135 Milner Avenue, Scarborough, Ontario M1S3R1.
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Now guitarists
can control the world.

Damp them. Even play pull-



o introduce a new

TeChnOlOgy ﬂlat product is one thing.

- o L ® » To have it universally
*..\ mproves WIth .e, accepted is something else.
\~ '/ PR That’s why we’re so excited
-, £ 4 p A_ ~ by the response we’ve had to

. Ny : — :

the FZ-1 Digital Sampler.

In the year since we intro-
duced the FZ-1, over 150 sound
disks have been created for it.

And we’re still creating naw
sounds and optional software.

| As are a lot of other people.
Companies like Digi Design,
Sampleware and Livewire Audio
to name a few.

But there’s even better
news. The FZ-1 is now available
in a rack-mount, the FZ-10M.

Not only do the FZs have an
impressive sound library, they
have a very impressive sound.
Their 16-bit linear sampling
resolution is the cleanest in
its class.

Add to all this MIDI, 64-
voice memory, flexible multi-
timbral bank arrangements and
up to 29 seconds of sampling
time, and the FZ-1 and FZ-10M
sound even better.

The FZ-1 and the FZ-10M. In
this age of modern technology,
it’s nice to have technology that

| improves with age.

CASIO

Where miracles never cease

Casio, Inc. Professional Musical Products Division:
570 Mt. Pleasant Avenue, Dover, NJ 07801

Casio Canada Ltd., 2100 Ellesmere Road, Suite 240,
Scarborough, Ontario M1H3B7

Photographed at Skyline Studios, New York City.
Home of Nile Rodgers Productions.
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PREVIEW

and comes with a one-
year warranty. Options
include XLR connectors,
expanded memory, paral-
lel ins/outs and dual
power configuration.

Circle #162 on Reader Service Card
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