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Introducing 

Korg's 
KPR-77 

Programmable 
Ahythmer 

With these features, 
it really gives you rhythm, 

without the blues. 

Until the KPR -77, if you wanted a fL.11- 

featured rhythmer you had to spend over 
$1,000. So Korg developed a programmable 
at a price guaranteed to cheer you up. And 
the advanced micro -computer technology 
from their market- leading keyboards gives it 
all the features of the expensive units. Fea- 
tures like: 
Programming Ease -Lets you program all 
instruments at the same time, in real or step 
time, simplifying the creation of more com- 
plex and realistic drum patterns. Advanced 
LCD Display gives you all the information 
you need, all the time. 
Cassette Interface -For unlimited storage 
and fast retrieval of patterns, complete 
songs and ft.JI sets. 
Greater Storage -Up to 48 two -measure 
patterns, and six 256- measure chains, 
which can be paired for 512 -measure 
capability. 
Edit Capability -Individual instrument edit- 
ing in real or step time, and simplified chain 
edit functions. 
8 Realistic Sounds -(including hand claps) 
Advanced circuitry creates incredibly realistic 
SOU 

. 
comparable to far more expensive 

units. Includes bass 
um, snare, open 

nd closed high 
at, cymbal, 

d high and 
-w toms. 

.- 

KO RG ...we put it all together 
Exclusively distributed by Unicord, Westbury, N.Y. 11590 

For KPR -77 literature call or write: Unicord, 89 Frost St., Westbury, 
N.Y. 11590. For demo record and full Korg catalog write, enclosing $3.00. 
c Unicord 1982 
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Plus the KPR -77 
allows you to interface with 

esizers and other effects, offers 
programmable time signature, battery- 

rotected memory, resolution up to 12 divi- 
sions per beat with a combined function for 
extended length patterns, selectable tom 
flam, mono and stereo outputs, program- 
mable trigger outputs, sync in /out, seven 
channel mixer. accent and a whole lot more. 
It adds up to sound, features and price that 
really beat the blues. 
For the name of your nearest Korg 
dealer, call (8C0) 645 -3188 today. 
In N.Y., (516) 333 -9100. 
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By James F. Rupert 16 
S.N. #11 consoles you with information 
on what to do when the usual sources of 
loans turn you down. The United States 
Small Business Administration seems to be 
one of those alternatives. 

RECORDING WITH DAVE EDMUNDS 
By Karen Schlosberg 
Dave Edmunds has been in the business for 
over fifteen years, yet still retains his boyish 
modesty. His career in rock 'n roll proves that 
from small things, big things do one day come. 

32 

PROFILE: BARRY MANN AND 
CYNTHIA WEIL 

45 By Jeff Tamarkin 
Mann and Weil have been working together for 
over twenty years, and in that time have written 
more songs than the rest of the world might 
have time to listen to. 

COMING NEXT ISSUE! 
Spyro Gyra 
Recording Techniques -Part X 
Profile: Peter Tosh 

Cover Photo Ebet Roberts 
Edmunds B&W Photos Ebet Roberts and Courtesy Swan Song 
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LETTERS TO THE EDITOR 

TALKBACK 
The technical Q &A scene. 
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THE PRODUCT SCENE 
12 By Norman Eisenberg 

The notable and the new, with a comment on 
the latest in superdiscs. 

MUSICAL NEWSICALS Q 
By Fred Ridder 18 
New products -guitars, basses,effects -for the 
musician 

NOTES 
23 By Craig Anderton 

Lexicon's PCM -42 Delay Line 

AMBIENT SOUND 
By Len Feldman 28 8 
This month, Len Feldman discusses the stan- 
dardization of blank tape after a trip to the BASF 
Group complex in Ludwigshafen, West Germany. 

LAB REPORTS 
2 By Norman Eisenberg 5 5 

and Len Feldman 
Biamp Systems' 119 Equalizer /Amplifier 
Vector Research's VCX -800 Cassette Recorder 

GROOVE VIEWS 60 
Reviews of albums by Marvin Gaye, and Clifford 
Brown & Jack Walrath. 

ADVERTISER'S INDEX 64 

Modem Recording 8 Music (ISSN 0273 -8511) is published monthly by 
MR&M Publishing Corp 1120 Old Country Rd Plainview. NY 11303 Design 
and contents are copyright 1982 by MR&M Publishing Corp and must not he 
reproduced in any manne' ecapt by permission of the publisher Second 
class postage paid at Plainview. New York and at additional mailing offices 
Subscription rates 515 00 for 12 issues. 52600 for 24 issues Add S3 OC per 
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Mono Unit (Not Another Zappa) 
Regarding Mr. Joe W. Berry's question in the October 1982 
"Talk Back" column, ( " ...on my Kelsey Pro-Club +3 the effects 
send and return seem to be mono. If I use a mono unit, won't the 
stereo mix cancel out... "), it seems to me that Mr. Burckhardt 
misinterpreted the question and therefore left it unanswered. 

It appears that the "mono unit" to which Mr. Berry was 
referring is his reverb unit. He was wondering if, by feeding 
that unit signals from different channels (some of which would 
be eventually panned right and some left) those signals in 
reality then become mono in the effects loop. Further, when 
conmingled with the separate stereo signals in the main 
busses, would there not be both right and left channel 
information returned to the stereo right and stereo left, thus 
degrading the stereo image or rendering it mono? 

In order to answer this question one should try to visualize the 
routing. To begin, let us say that a dry signal is traveling down 
channel one and is being panned to main buss one, designated 
stereo left. At the same time, this signal has been tapped at the 
channel one effects send and routed to the reverb unit along 
with signals from various other channels. These signals are 
sent to and return from the reverb unit as mono. If the reverb is 
wanted on both stereo left and stereo right, the reverberated 
signal from channel one will be heard on both stereo left and 
stereo right. This does not "cancel out" the stereo mix because 
the dry signal remains on stereo left and added to that now is a 
reverberated signal coming from both left and right. 

In a real time listening situation, reverberated signals reach 
both ears almost equally. Therefore, having a mono reverb 
signal going to both stereo left and stereo right does not degrade 
a stereo mix; rather, it produces a realistic reverb effect. 

Mr. Berry's question is undoubedly a common one. I hope this 
explanation will be of use to your readers. 

-Alan Robertson 
Studio Eight 

Ishpeming, MI 

Back to Nature 
As a classical musician who is also into recording with TEAC 
gear, I have generously appreciated Modern Recording & 
Music for the past two years that I have been a subscriber. 
However, I feel compelled to react to the closing ideologies of 
November's "Recording Techniques Part 8." 

The admonition is given to compare with...records played 
through "monitors like yours "... records made by other studios. 
And to listen for "producer's imagination" and "the studio's 
expensive facilities." 

Whatever happened to the notion that a "recording should 
accurately reflect the actual performance" and that 
"monitors /recordings should sound like the LIVE PER- 
FORMANCE"? 

Recently in checking out some headphones for my recording 
needs at a local retail establishment, the phones I picked out 

2 MODERN RECORDING & MUSIC 

www.americanradiohistory.com

www.americanradiohistory.com


Take me to your leader. 

Your leader needs me to 
perform with him. 

I know. 
I am a Bose Mode' 802 Loud- 

speaker. 
I am the product cY an advanced 

technological society 
The beings who cesigned me 

thought of everything. 
I can be hung, cradled, placed on 

a stand or stacked with others of my kind. 
I can imitate the sounds of your 

musical instruments precisely. 
I can sound like a piano, or a guitar. 

or even like the cylinders you call drums. 
I can sound more like your voices 

than any of my primitive relatives. 
Place me with a few of my clones, 

and we can be heard by multitudes. 
I am virtually indestructible, but 

also extremely light and compact. 
The beings who fabricated me are 

continuously making clones of me, so we 
may one day populate the galaxy, accom- 

JANUARY1983 

panying stars and the rising comets 
destined to become stars. 

Do not hesitate. 
Take me to your leader. 

_IEFIERSE 
Better sound through research. 

Bose Corporation, Dept. MR 
The Mountain Road 
Framingham, MA 01701 

Please send me a copy of the Bose Profes- 
sional Products Catalog and a complete 
dealer list. 

Name 

Address 

City 

State: Zip 

Telephone ( 

Covered by patent rights issJed and/or oending 
®Copynght 1980 by Bose Corporation 
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for their ACCURACY were not the 
salesman's "favorites" because they 
didn't sound as much "like his stereo 
system." (!) 

To carry that a step further, people 
in the recording business- behind all 
those knobs, meters, and "tweeks " - 
are responsible for producing a 
generation of "AUDITORY ILLIT- 
ERATES" who don't know the nat- 
ural sound of a piano or guitar. 

"It's about time the "experts" in 
their carpeted, copper strewn, sterile 
throne rooms came down to reality 
and offered the public a semblance of 
realism and quit playing "audio god." 

-Paul F. Becker 
Plattsburgh, NY 

Amplifier Advice 
I have a few comments and sugges- 
tions to add to the excellent column 
by Rick Chinn in the October 1982 
issue of MR &M, entitled, "The Care 
and Feeding of Guitar Amplifiers." 

First, let me say that, even for 
simple tube maintenance, you should 
bring your amp to the nearest 
reliable repair shop, especially for 
power tube failures, as power tubes 
have a nasty habit of eating associ- 
ated circuitry when they short out. 
Another reason for calling in tech- 
nical help is that when you go to 

purchase your tubes, there is a 50/50 
chance that the tubes you buy will be 
defective in one way or another. 
(Here again, shorted power tubes 
will put on a very damaging light 
show.) Most 12AX7's and other pre - 
amp tubes are terribly microphonic, 
and this is exceptionally annoying in 
self- contained amplifiers, with the 
speakers a couple of inches away 
from the tubes. The speakers become 
acoustically coupled with the tubes, 
and all sorts of feedback and oscilla- 
tion can result. Usually, a competent 
repair shop will weed out micro - 
phonic tubes and test the amp before 
it leaves the shop to make sure that 
everything is well. Also, be aware 
that any amp requiring bias adjust- 
ments or tube balancing adjustments 
(Marshall, Ampeg, SUT, New Fender 
Twins) must be brought to a repair 
shop, as these adjustments require 
test equipment. 

For those of you who would like to 
take a shot at replacing tubes your- 
self, I highly recommend either 
Boogie tubes or Groove Tubes. They 
are constructed and tested with the 
musician in mind. They cost a little 
more, but they're well worth it. If you 
cannot afford those, stick to either 
RCA, Sylvania, or G.E. I've had 

Get intothe 
action 
with Gu 
PARTICIPATE 

PMX 9000 

ino 

PMX 9000 The best selling PMX 9000. Quiet, Profes- 
sional. Designed to handle all your mixing needs. 
Segue between inputs with a one hand control while 
mixing a third program. Five band equalizer for 
achieving sophisticated music balance. Lets you mix 
any and all effects devices. Can handle up to a dozen 
power amps to provide system expansion. Do what 
the pros do. Get a PMX 9000 by GLI and get into the 
action. Suggested Retail Price $499.00 

Specifications 
Phono Input Data: 

Signal/noise ratio, better than 70dB below 

10mV: Subsonic filter. 18dB octave below 

20Hz Input impedance. 4111 ohm, Maximum 

input capability. 220mV at 1 KHz 

Auxiliary Input Data: 

Signal/noise ratio. 85dB below 1V, Maximum 

input capability. 5V 

Microphone Input Data: 

Signal/noise ratio, 75dB below clipping Max- 

imum input capability 200mV, Input -low 
impedance, 600 ohms. Talkover -14dB pro- 

gram level reduction 

Graphic Equalizer: 

Active Bi let circuitry ± 12dB range. Cen- 

ter frequencies 60Hz, 250Hz IKHz. 3.5KHz. 

12KHz 

Output Level Meters: 

Dynamic range -20dB to + 3dB. Sensitiv- 

ity for 0 VU selectable- 200mV. I.25V. 
175V. 2 00V 

Program (line) Output Data: 

Maximum output capability -10V RMSzIOK 

ohms: Slew rate 12Vus 

Signal Processor Loop Output 

(Record Output): 

Typical output with most program maten- 

all -- 300MV 

Headphone Output: 

500 MW i 8 ohms 

Distortion: 

IM and THD -Less than 0 05% (typically less 

than 005%) 

INTEGRATED SOUND 
SYSTEMS, INC. 
29 -50 Northern Blvd., 
Long Island City, N.Y. 111001 
(212) 729 -8400 Telex: 968020 
A Subsidiary of The VSC Corp. 
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major trouble with all other brands, 
(with the exception of Dumont 
6550's), and even the no -name im- 
ported brands are expensive, so if you 
are going to spend your hard -earned 
money, you might as well buy the 
best. 

A word about tube amps in general: 
The tube guitar amp is the last of a 
dying breed of electronic equipment. 
It is one of the few pieces of electronic 
equipment being produced that runs 
on tubes, and the tube companies 
know this. As a result, fewer tubes 
are being produced, merely to accom- 
modate a dying form of technology. 
These companies, feeling that this 
form of slavery is a drag, have 
drastically raised their prices over 
the past few years. So, if possible, try 
not to buy tube amps unless you can 
afford to maintain them. The owners 
of the "macho" amps such as the SUT, 
Marshall Major, or others that use 
many and /or expensive tubes already 
know what I'm talking about. I'm not 
plugging solid -state or putting down 
tubes, just cautioning prospective 
buyers. For example, the list price of 
a KT88 (For Marshall Major owners) 
is $50.00... and climbing! 

A closing hint to solid -state amp 
owners: If your amp starts popping 
fuses, unplug the speakers before 
replacing the fuse and turning it on 
again. Many solid -state amps nowa- 
days are DC coupled to the speakers, 
which means that if the power section 
fails, there could be potentially 
damaging D.C. voltage present at the 
output. This is especially true in 
many of the power amps used for 
sound reinforcement. 

I would like to thank Rick Chinn 
for shedding some light on this 
terribly overlooked topic. It's too bad 
nobody thought of it sooner. 

-John R. Frondelli 
Owner and Chief Technician 

Dr. Wattz Musical Instr. 
Repair Co. 

Jackson Hts, NY 

Correction 
In the O('tahrr issue we ran a review of 
the Adronf GFA -IAP. It should be 

noted that in that review the price of 
the unit leas mentioned as beinq<$'.36O. 

First of all a distinctiorf .should he 
(Wade between the GFA -1A and GFA - 
1AP. The CPA- 1A Phas r : -inch phone 
inputs, and 5 tray binding posts. Its 
price is -$4,''U. The price of the GFA -1 A 
is $450. the hope this clarifies things 
for any nt. you confused readers out 
there. 

MODERN RECORDING & MUSIC 
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ON MAXELL, ROCK'N'ROLL 
IS REALLY HERE TO STAY. 

Every Maxell cassette is destined to become a golden oldie. 
Because at Maxell we build cassettes to standards that are 

60% higher than the industry calls for. 
Durable cassettes you can shake, rattle yet they keep on 

rolling. 
Precision engineered tape that even after 500 plays still 

delivers high fidelity. 
So when we say, on Maxell, rock 'n' roll 

is really here to stay... Be -Bop A Lu -La.. . 

we don't mean maybe. 
IT'S WORTH IT 
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ITALK 

Did You Ever Have to 
Make Up Your Mind? 

I am working in a "home studio" 
environment on four tracks, pro- 
ducing electronic music tapes of 
my own work which I intend to 
eventually release in record form. 
The recordings which I more or 
less model myself after are ones 
which have been made on the 
popular Teac 3440 or 3340 /Revox 
B77 or A77 combination for four - 
track recordings and mixdown. 
When the Tascam 22 -4 machine 
appeared, I was impressed with it, 
and bought it rather than the 
(then) soon- to -be- discontinued 
3440. I was quite pleased with this 
machine, and eventually decided 
to also choose the Tascam system 
20 mixer which accompanies it. 

My question now is this: the line 
which I have pursued in my past 
purchases would seem to indicate 
an obvious choice for a mixdown 
machine: the 22 -2, which com- 
pletes the Tascam package. How- 
ever, up to now, I have always felt 
that the Revox B -77 would be my 
choice. Having recently come to 
the conclusion that 7" reels will suit 
my purpose (I find 22 -24 minutes 
of tape time quite ample), and 
considering the nearly $1000.00 
difference, I am searching for 
advice on the matter. I know that 
the Revox is somewhat of a "small - 
studio standard," but will I really 
see a significant difference in 
master tapes, considering the 
machine I am mixing down from? 
I am aware of the extra 10 Hz of 
bottom end provided by the Revox, 
but again, I won't have it on my 4- 
track anyway. 

-David L. Myers 
New York, NY 
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Since you are a musician and you'll 
be using your recorder as a creative 
tool, you're probably interested in 
buying not only a "good recorder" but 
also an instrument that will allow you 
to fully realize your creative poten- 
tial for many years to come. In this 
respect, we believe you should con- 
sider four points in selecting your 
mastering recorder. 

First, longevity. Revox recorders 
have enjoyed a long history of 
professional use, especially by musi- 
cians. The Revox A77 was introduced 
13 years ago, and it is amazing to see 
how well these machines are working 
after many years. I have personally 
checked over 250 A77's (vintage 5 to 
12 years) at Revox clinics around the 
country, and I found only 4 units I 

couldn't fix on the spot. All the others 
were quickly brought back to factory 
specs! This is due in large measure to 
the perfectionist approach inherited 
from the "big brother" Studer ma- 
chines. For example, the B77 chassis 
uses thick aluminum die castings, 
and the headblock is also a solid die - 
casting set on a stable three -point 
mount. 

The second point is serviceability. 
This is of paramount importance to 
professionals, and that's why the B77 
uses modular plug -in electronics. 
Most of the B77 circuit boards can be 
replaced in minutes by simply pull- 
ing the old board out and plugging a 
new one in. 

Third, sound quality. As you noted, 
the B77 does have an extended low 
frequency response, but there's more 
to be considered. For example, 
extended headroom (the B77 pro- 
vides 16 dB over 0 VU at 15 ips) can 
be very important in producing low - 
noise, undistorted tapes, particularly 
in live recording situations. Inciden- 
tally, the number of commercially 
released discs made from A77 or B77 
masters now numbers in the hundreds. 

Finally, point four. For profes- 
sional quality mastering, a tape 
speed of 15 ips is a must. If you can 
get by with 22 or 24 minutes, fine. 
But if you foresee any live recording 
applications, that doubled recording 
time can be a lifesaver. Nobody likes 
to stop the act just so you can change a 
tape! 

In the end, it's the same old story: 
value and price are not the same 
thing. The price is the best deal you 
can make. The value depends on what 
kind of machine you really need, and 
the results you can get from it. 

-Renaud Delapraz 
National Product Manager 

Studer Revox America, Inc. 
Nashville, TN 

Ina word, no. You shouldn't be able to 
hear any difference. In a national 
survey done several years ago for the 
IHF and presented to attendees of the 
Consumer Electronics Show conven- 
tion and exhibit in Chicago, it was 
revealed that only about one Ameri- 
can in a thousand has ever even heard 
true high -fidelity sound from a music 
reproduction system. People's ex- 
posure to good quality sound is low, 
and the differences in the two decks 
are so small as to be virtually 
subjective, at least in terms of sound. 

Let's put it another way: If you take 
the $1000 you'll save by buying the 
22 -2 rather than the Revox and put it 
into a single good microphone on the 
order of a Neumann U -89, an AKG 
C414 -P48, a Milab DC -63, a Schoeps 
MK -6, or other mics in a class with 
these, the difference will be several 
orders of magnitude greater than the 
difference in tapes made on the two 
decks in question. 

-Drew Daniels 
Applications Engineer 
Teac Corp. of America 

Montebello, CA 

MODERN RECORDING & MUSIC 
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"We're sorry ladies and gentlemen, 
but the show will be delayed due to technical difficulties." 
Under the best of condrtioris, setting up a sound Automatically. In a matter of seconds. 

system is never easy. The 610 system includes a calibrated micro - 
Of course it helps if you get there on time. phone, pink -noise generator, real -time analyzer, LED 
And when you get there, it helps of you have the display with 1 dB resolution, and digitally controlled filters. 

new dbx 610 AutographicT" Computerized Room Equal- Just think. You don't have to hold up the show 
izer. It makes one of your most lime-consuming jobs anymore because of your equalizer. 
a very simple matter. With the 610, all yoL. have to do is make it 

The 610, you see, is a 10 -band stereo equalizing to the show. 
system that's automatic. It's microprocessor -controlled. Visit your authorized dbx professional dealer for 
No manual adjustments or re- adjustments. No guesswork. a look at our full line of equipment. Cr write dbx, Incorpo- 

In under 15 seconds, the 610 equalizes any rated, Professional Products Division, 71 Chapel Street, 
listening location to flat frequency response -or to one Box 100C, Newton, 
you specify yourself. MA 02195 U.S.A. 

It will also store up to nine different EQ curves. Tel. (617) 964 -3210. 
You can then average them any way you like, even Telex: 92 -2522. Professional 
weighted. Which means you can get the best possible Autographic is a trademark Signal 
sound at more than one location. of dbx, Inc. Processiing 
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Delay Times 
I am interested in sound speaker 
systems but am relatively inex- 
perienced in the sound reinforce- 
ment field. I would be grateful if 
you could take some time to answer 
a few questions. 
1. How do you go about figuring 

out delay times, and what is the 
best type of delay to use? At this 
time I have nothing of any 
quality in the way of delays and, 
as always, budget is a big factor. 

2. The possibility of some kind of 
cancellation as a result of speaker 
placement bothers me. Is this 
unfounded? The farthest throw 
we will need in the near future 
is about 150 ft. from the stage. 
The least amount of space would 
be 50 ft. What is the best place- 
ment? 

3. Right now our system is 150 
watts per channel powered 
head, but we hope to soon ex- 
pand to bi or tri amp. We are 
also building our own cabinets 
so it will be easy to build sepa- 
rate enclosures for woofers, 
horns, etc. Is there a good, re- 
liable source of speaker plans 
that you would recommend? 

-Bob Elligott 
Cottage Grove, OH 

To estimate delay times against 
distance, assume 1 foot = 0.9 mS. This 
should be adequate for estimating 
delay times when using delay towers, 
etc. To estimate appropriate delay 
times for use as an effect or enhance- 
ment, consider the following ex- 
amples: 

(A) A delay of up to 40 mS when 
added to a voice will thicken the 
sound of that voice. This is known as 
doubling. A delay of up to 40 followed 
by a second (different) delay of up to 
40 mS removed from the first delay 
will enhance the voice even further 
(tripling). When using doubling and 
tripling, delay spacing (from pri- 
mary to first delay to second delay, 
etc.) should not extend beyond 40 mS 
as distinct, very short echoes can be 
heard. 

(B) Very short delays -.5 to 5 mS, 
when added to the primary signal, 
will present several peaks (and or 
dips according to phasing). If this is 
used with a voltage controlled - 
oscillator (v.c.o.) which comes with 
some units, the position of the peaks 
will shift, giving a flanging effect. A 
regenerated delay of .5 mS with a 
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shallow fast flange can give a very 
passable impression of the "snap" 
from the spring of a snare drum. 

(C) Long delays 100 -500 mS will 
give the familiar "slap- echo" given by 
many tape -delay units. 

With regards to your budget you 
may have to save for a while -good 
delay units are not cheap. There are 
several good units available, although 
Lexicon makes a range of very 
versatile units which are used by 
TASCO. In addition, the technical 
information supplied by Lexicon is 
extremely comprehensive. To avoid 
cancellations when grouping to- 
gether multiple speaker enclosures, 
ensure that the drivers of each fre- 
quency (low, mid, etc.) are lined up in 
the same plane -both horizontally 
and vertically. Also, when using 
groups of radial horns, it is not good 
practice to place them side -by -side as 
beaming will occur. 

With regard to speaker plans, most 
major speaker manufacturing com- 
panies such as JBL, Gauss, E.V., etc., 
offer data sheets with their products, 
and are also only too happy to answer 
individual questions. 

On a practical level, do ensure that 
the cabinets are braced strongly 
enough to withstand being thrown on 
and off stages every night (if the 
maximum movement of a speaker 
cone is 1/" and the back of the cabinet 
is vibrating by 1/16, 1/ of the effective 
power of the cabinet is going back- 
wards. (Do not use these figures 
literally). 

If you have any other questions 
please phone us at 805 -499 -1966. 

-Steve Griffiths 
Chief Engineer 

Tasco 
Newbury Park, CA 

Everything But the Simul -Sync 
Recently I had the rare oppor- 
tunity to purchase a 4- channel 
reel -to -reel with auto reverse in 2- 
channel mode. However, in my 
excitement I failed to notice it 
didn't have Simul -Sync. Along 
with the A- 2340 -R came the shop 
manual for an A -2340 with Simul- 
Sync. 

I compared the diagrams in the 
manual with the wiring of my A- 
2340-R's heads. The only differ- 
ence I can find is the Simul -Sync 
PC Board and switch assembly 
( #50483869).. My head housing 

base looks different, but it just 
might work. 

Is there more to Simul -Sync than 
I'm supposing, which is simply 
switching monitoring to play 
through a channel of the record 
head? 

Teac was apologetic when asked 
this of them. They informed me 
they were in repair -not redesign. 
They were willing to sell me the 
parts if I knew which I needed. 
They mentioned they had been 
asked this question several times. 

As I have this figured out, I need 
the aforementioned S.S. part. 
Then, the Head Housing must be 
changed to allow access for switch- 
ing. A housing is available for the 
A- 2340 -#50136292 and H. H. 
plate 50136330. Will these fit? Can 
this be done, or will I need more or 
different parts? 

-Bill Buchanan 
Ada, OK 

As you have discovered. the A- 2340 -R 
and A -2340 are similar. The change 
of the head switching P. C. board and 
head cover should do the trick to give 
you sync. Be careful of the head 
wiring, being sure to keep it neat and 
free of excess solder. You will 
probably need to re -align your bias 
traps to make sure you don't ac- 
cidentally erase adjacent channels or 
cause feedback in the amplifier 
circuits. 

Although Teac doesn't recommend 
modifications, many people do modify 
Teac equipment with good results. 
We at Teac are always interested to 
hear of successful modifications. 
When we get a large number of 
people doing a given mod, it some- 
times turns into a new product. 

-Drew Daniels 
Applications Engineer 
Teac Corp. of America 

Montebello, CA 

Washing Instructions 
I know that Modern Recording and 
Music is an audio magazine, how- 
ever, I feel my question concern- 
ing video recording overlaps into 
your area of specialization. 

Having recently bought a RCA 
SelectaVision 600 VCR, I was 
amazed to learn that the manu- 
facturer, in the instruction book- 
let, stresses that under no circum- 
stances should one clean and 
demagnetize the heads. The task 
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The EV /Tapco Entertainer" 
Singer -guitarist Johnny Stewart is one of a growing 
number of on- the -go performers who are con- 
quering the road and winning new audiences with 
the EV /Tapco Entertainer. As Johnny puts it, "The 
Entertainer is the most portable, powerful, profes- 
sional sound reinforcement system I've ever 

something so small could give such a big sound. 
The Entertainer provides a pure sound whether 
you're ten feet or thirty feet away on any axis." 

Ed Schilling: "In actual testing, we found that 
the 12" speakers delivered a solid low -end, while the 
high -end potential of the Superdome tweeters 
wasn't even tapped by instruments such as the guitar 
or mandolin." 

The Entertainer also scores high in versatility 
traveled with -it's worth a truckload of bulky and convenience. At a total weight of under 100 lbs., 
speakers, mixing con- The Entertainer offers 
soles, equalizers, amps 100 -watt per channel 
and cables." j power, 10 inputs, three - 

Johnny Stewart 
isn't alone in his 
praise of The 
Entertainer. 
Here's what 
Ed Schilling 
of Frets 

LETS 11%lt14\ 
band equalization on each 

= T 
mike input, phantom 

ATRUCKLOAD OF SOUND powering 
many other 

IN THE TRUNK OF MY (4j4" "big-system" 
features. 

To learn 
Magazine had to say: "The Entertainer is an 
extremely portable PA system from EV /Tapco that 
packs the features of more complex equipment 
into the size and shape of several small suitcases. 
You can carry around the (Entertainer's) 100M 
mixing board and two 100S speakers as easily as you 
can carry spare guitars." 

Terrific! The Entertainer is incredibly portable. 
But what about its sound quality? Once again, 
Johnny Stewart and Ed Schilling found the 
Entertainer outstanding. 

Johnny Stewart: "I was quite surprised that 

more about the EV /Tapco Entertainer and how 
it can help you put your "Sound in Action" on the 
stage and on the road, see your EV /Tapco dealer - 
or send for our new Entertainer brochure. 
Write to: Greg Hockuran, Director of Marketing, 
Music Products Division, Electro Voice, Inc., 
600 Cecil St., Buchanan, MI 49107 

Ey Electro:Voice® 
SOUND IN ACTION TM 
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should be undertaken only at a 
service repair shop. 

Since I have been cleaning and 
demagnetizing the heads of my 
reel -to -reels and cassette recorders 
for years, I wonder what makes 
this VHS video recorder so differ- 
ent from my audio recorders as far 
as machine maintenance is con- 
cerned. 

In fact, although I don't know 
the name of the product, I do know 
that there is at least one video 
maintenance kit on the market 
today. This makes more sense to 
me than taking my video recorder 
to the shop every 50 hours for a 5- 
minute "authorized" clean up. 

I would also like to know if I can 
use my audio bulk eraser on my 
video tapes, so that I can erase the 
entire 6 -hour program in 15 sec- 
onds. While we're talking about 
tapes, what's all this fuss about 
splicing video tape? Won't %L -inch 
splicing tape do the trick, if my 
hands are clean and I do a neat 
cutting job? 

-Mary Ellen Hays 
Long Island City, N.Y. 

With respect to the cleaning and 
demagnetizing of video heads, RCA 

has been opposed to use of video head 
maintenance kits. Early kits con- 
tained cleaning tapes that were 
abrasive in nature, and when im- 
properly used could severely damage 
heads. Recently kits have become 
available that are not abrasive in 
nature and are not likely to damage 
heads. But more importantly we 
question the need for head cleaning 
in any VCR except those used under 
extreme environmental conditions. 
Life testing in our labs reveals that 
heads operated to the point of wear 
out did not accumulate enough debris 
to warrant cleaning. The quality and 
nature of video tape and the tendency 
of the heads to be self cleaning 
eliminate the requirement for head 
cleaning to the majority of VCR 
owners. Similarly, demagnetization 
of video heads is not required. 

There are bulk erasers specifically 
designed for use on video tapes. These 
have the extra "erasing" power 
required by the nature of video tape. 

One should never use splicing tape 
to repair video tape. Video heads are 
easily broken and an improper splice 
could cause permanent head damage. 
Recently video tape splicing kits have 
become available from suppliers 
such as TVS (Total Video Supply), 
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Stevie's cassette is SA -X 
for all the keys he plays in. 

Stevie's a wonder in any key he plays in. And so is 
TDK's newly reformulated SA -X high bias cassette. 

SA -X offers Stevie the super wide dynamic range 
and the high MOL he demands. All this without 
distortion or over -saturation. SA -X. To Stevie 
it's a wonder, too. 

THE MACHINE FOR YOUR MACHINE 
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but we have not yet fully evaluated 
them. 

-W. T. Collins 
Division Vice President 

Consumer Affairs 
RCA 

Indianapolis, IN 

The Comfort Range For Tape 
It looks like the day may be coming 
when our blank tape is taxed for 
the benefit of the record com- 
panies. The Mathias Amendment 
(R. Maryland) now before Con- 
gress would place a tax on all 
blank tape sales to aid record 
companies in recouping their 
losses of record sales due to taping 
of albums from radio stations. It 
would appear that they are going 
after all kinds of tape. Cassettes, % 

inch, % inch etc., as long as it is 
blank, it's fair game. 

I' don't tape off the radio for 
quality reasons and 98% of my 
taping is original music. I suspect 
many other readers and small 
studio owners are in the same 
position, however, we surely will 
end up bearing part of the costs if 
this amendment is passed. 

What I would like to know is: 
1. What is an "ideal" tempera- 

ture for storing unopened virgin 
tape? 

2. What is the "shelf life" of say, 
Ampex 456 1.0 mil tape on a reel? 
Is it worth it to buy loads of tape 
now or not? 

-Don Birnie Jr. 
Birnudio 

Worthington, Ohio 

The ideal storage temperature for 
magnetic tape is what we like to refer 
to as "people conditions." Ideal 
conditions would be a temperature 
range of 60° to 80° F. and relative 
humidity range from 45% to 65 %. 

In regard to the question concern- 
ing the shelf life of Ampex 456 1 -mil 
tape, 456 is produced only in a 1.5 mil 
configuration. At this point we can 
tell you that since 456 was introduced 
in 1974, there have been no known 
cases of shelf life deterioration. Tape 
purchases should be tailored to fit 
your own particular needs. The 
outstanding performance of Ampex 
456 GRAND MASTER® tape will 
always be tightly controlled. 

-Warren K. Simmons 
Product Manager 

Ampex Corporation 
Redwood City, CA 
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The Ashly Audio Pro FET-200 

With the introduction of the FET-200, Ashly 
presents a new generation of amplifiers. 
With decided advantages in field reliability. 
And sonic character superior to all conven- 
tional transistor amps. 

Innovative Design 
The Ashly FET -200 is a full complementary, 
push -pull amplifier with totally discrete 
wide -bandwidth electronics implementing 
new POWER MOS -FET transistors. 

The design provides lowest noise and 
distortion possible with excellent transient 
response and is entirely self -protecting. 
Inputs are bridging: active balanced with 
both 1/a inch and XLR type connectors. Rear 
panel switches select stereo, mono, or 
bridging modes. Power levels are indicated 
by a two column, three color LED display. 

Metal-Oxide-Semiconductor- 
Field-Effect-Transistor 

It's a whole new component. It's faster. Is 
easily driven by a wideband, high -voltage 
circuit. And it's extremely 
rugged and reliable. 

MOS -FETS behave 
better in power amp 
circuits than regular 
transistors. They extend the high frequency 
response. And lower the distortion. 
MOS -FETS are completely immune to 
"thermal runaway" and "second break- 
down" problems- common causes of most 
transistor amplifier failures. 

Who Says So? 
In the 1982 review of the FET -200, Modern 
Recording reports:.. " based on our exami- 
nation and listening tests ... the same 
design approach that contributes to the 
FET-200's reliability also contributes to its 

MOS FET 

fine sound -MOS -FET technology ... we 
have no reservations about giving it high 
marks for design, reliability, and sonic 
performance" 

Now Admire These Specs 
IM Distortion 

SMPTE .007% 
CCIF .002% 
IHF .05% 

Transient Performance 
SLEW RATE 50V / us. 
BANDWIDTH 100kHz. 
RISETIME 2 usec. 

Sonic Superiority 
Now that you've checked out the bench 
specs, put the Ashly FET -200 to the real test. 

Listen to warm, rich sound with every 
detail in place. Sense a high end that's 
quick, clean and untrained. Experience the 
power of a low end with incredible depth 
and stability. Feel the impact of sharp 
transients. 

The FET-200 represents a striking 
example of new technology advancing the 
state -of- the -art. Compare it with any amp 
you've ever heard. 

The Ashly FET -200 is simply the finest 
amplifier available. 

Remember- everything you hear is true. 

r 
NOW! SPECIAL DISCOUNTS 

ON ASHLY STEREO CROSSOVERS 
WITH PURCHASE OF AN FET -200 

Man 

With proof of purchase of an Ashly Audio 
FET -200 between December 1, 1982 and 

March 31, 1983, you'll get $45 rebate on the 
purchase of an Ashly SC -77 Stereo 3 -Way or 

SC -88 Stereo 4 -Way Electronic Crossover. 
See your Ashly Dealer for details. 

L 

I ASHLY1 
Ashly Audio Inc., 100 Femwood Avenue, Rochester, New York 14621, (716) 544 -5191 

In Canada -. J Distribution Inc.. 363 Adelaide Street East, Toronto, Ontario M5A 1N3, Telephone (9l6) 361 -1667 
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Authorized 
Ashly Audio Dealers 

ALABAMA 
Morrison Brothers Music 

Mobile 

CALIFORNIA 
All Star Sound & Recording 

venture 
Audio Engineering Associates 

Pasadena 
Bananas At Large 

Bu Raphael 
K & K Music Sound Engineering 

San lose 
Manhattan Music 

Manhattan Beach 
Musicians Repair Service 

San Diego 
New World Audio 

San Diego 
Seewind Sound Systems 

San Dimas 
Shoreline Ltd. 

H ollywood 
Skip's Music Inc. 

Sacramento 
Sound Stage 

Fresno 
South Coast Sound 

Huntington Beach 
Sun tronics 

Upland 
Valley Arts Guitar Center 

Studio City 

COLORADO 
Pro Sound Music, Inc. 

Boulder 
Pro Sound Music 

Colorado Springs 
Pro Sound Music 

Denver 

FLORIDA 
Ace Music Center Inc. 

N. Miami 
New Hope Sound 

Jacksonville 
Thoroughbred Music 

Tampa 
Thoroughbred Music 

Sarasota 

GEORGIA 
Metro Music Center 

Atlanta 

ILLINOIS 
Audio Electronics 

Rameoville 
Make n Music 

H omewood 
Roselle Music 

Roselle 
Sound. Music 

Wheeling 

INDIANA 
Dallas Pro Shop 

Evansville 
HSA- Heather Sound 

Mishawaka 
IRC Music 

Indianapolis 
Triad Audio Systems. Inc. 

Fart Wayne 

KANSAS 
Steam Music Ca. 

Topeka 
Superior Sound 

Wichita 

KENTUCKY 
Owensboro Music Center 

Owensboro 

MARYLAND 
Veneman Music & Sound 

Rockville 

MASSACHUSETTS 
Baystate Sound & Recording 

Springfield 
Cape Cod Audio 

Hyannis 
Maspro Audio 

Brockton 
PRS. Inc. 

Boston 

MICHIGAN 
Arnoldt Williams Music Inc. 

Canton 
Marshall Music Co. 

Lansing 
Pro Audio, Inc. 

Grand Rapids 

MINNESOTA 
LaVonne Wegener Music 

Burnsville 

MISSOURI 
Fast Ed's On Broadway Music 

St. Locals 
Mirar Professional Audio. Inc. 

K ansas City 
Superior Sound 

Kansas City 

MISSISSIPPI 
E. Scott Allen Ltd. 

Weetpoinl 
Morrison Brothers Music 

lariwn 
Morrison Brothers Music 

Cleveland 
Thomas Audio 

Jackson 

NEBRASKA 
Diet.e Music Houw 

Lincoln 
Midwest Sound & Lighting 

Lincoln 
Rainbow Recording Studios 

Oataha 

NEW HAMPSHIRE 
Ear Craft 

Dover 

NEW JERSEY 
Sam Ash Music Store 

Paramus 
Lang & McQuade Musical 
Instruments 

Parsippany 
Lou Rose Music Center 

Edison 
Pastore Music 

Union City 
Sound Systems Services 

Neptune City 
T.D. Audio. Inc. 

Montclair 
Victors House of Music 

Ridgewood 

NEW YORK 
Sam Ash Music Corp. 

Hempstead 
Sam Ash -Westchester Music Corp. 

White Plains 
Sam Ash. Inc. 

B rooklyn 
Sam Ash of West 48th St.. Inc. 

New York 
Sam Ash Musical Inst. Corp. 

Huntington Station 
Audio Consultation By Mark 
Fitzgerald 

union 
Avid Systems. Inc. 

Ithaca 
Drome Sound. Inc. 

Schenectady 
Drome Sound. Inc. 

Albany 
Mannys Music 

New York 
Martin AudiolVideo Corp. 

New York 
Multi -Sonus Inc. 

Rochester 
Music Workshop 

Endicott 
Specialized Audio 

Saratoga Springs 
Unistage 

B uffalo 

NORTH CAROLINA 
Audio Light & Musical 

Raleigh 

OHIO 
Akron Music Center 

Akron 
Buddy Roger Music 

Cincinnati 
Heyday Sound 

Toledo 
M.S. Entertainment 

Dayton 
Music Manor Inc. 

Maple Heights 
Newcome Sound 

Cincinnati 
Newcome Sound 

Colombos 
New York Music Co. 

Boardman 
Sound Advocate 

Columbus 

PENNSYLVANIA 
Dickstein Distributing Co. 

Scranton 
Fred's Music Shop 

Reading 
Edward Simon Co. 

Pittsburgh 
Webbors Harmony Shop 

Danville 
Webbors Pro Audio 

Bloomsburg 

RHODE ISLAND 
Rhode Island Musical Instruments 

Pawtucket 

TEXAS 
Arnold & Morgan Music Co. 

Garland 
Audio Specialties Co. 

Dallas 
L.D. Systems. Inc. 

Houston 
Metes International Corp. 

Laredo 
Pickers Paradise 

Austin 
Production Consultants 

S an Antonio 
Robins Music Center 

El Paw 
Strait Music 

Austin 

UTAH 
Guitar City 

Centerville 

VIRGINIA 
Audio Light & Musical 

Menfolk 
Recording Audio Musical 

Roanoke 
Veneman Music Co. 

Springfield 

WASHINGTON 
American Music 

Seattle 
Pacific Sound & Light Co. 

Seattle 
RMS Sound 

Seattle 

WISCONSIN 
Uncle Bob's Music Center 

Milwaukee 

11 

www.americanradiohistory.com

www.americanradiohistory.com


By Norman Eisenberg 

PRO ITEMS FROM BANNER 

From Banner, a division of Optronics Corp. of Shelby, 
North Carolina, comes word of two products for the 
pro market. One is the MOSFET 900 stereo power 
amplifier, rated for outputs of 300 watts RMS per 
channel into 8 -ohm loads, and 450 watts into 4 -ohm 
loads. In the mono bridging mode, rated power is 900 
watts into 8 ohms. A dual -speed thermostatically 
controlled fan is built -in. The amp has level controls, 
LED meters and a stereo limiter whose threshold point 
is the zero reference point of the meter after user - 
calibration. The limiter slope is variable and is 
defeatable. The limiters also may be set for stereo 
tracking to prevent image shift. All controls are on the 
front panel, including circuit breakers and input 
impedance selection. Active balanced inputs on XLR 
and V4 -inch connectors are standard. Price of the amp 
is $1195. 

Banner's other product is the RTA -1232, a real -time 
audio spectrum analyzer described as "not a toy" but 
as the only low -priced ($1195) unit to offer double - 
tuned filter response. Banner has devised a new type of 
filter shaping circuit (patent pending) which allows 
this type of filtering with fewer parts, thus reducing 
manufacturing cost. 

CIRCLE 45 ON READER SERVICE CARD 

ORBAN "STUDIO OPTIMOD" 

Described as a Gated Compressor /Limiter /De- Esser, 
Orban's model 422A/424A or "The Studio Optimod" 
offers a system approach to dynamic range control 
featuring a full- function, variable compressor /limiter 
with adjustable attack and release times followed by 
an independent de- esser. Aimed at recording and 
broadcast production studios, video /film sound - 
sweetening rooms and sound -reinforcement systems, 
the device's de -esser section provides 25 dB of 
available de- essing gain reduction in addition to 25 dB 
gain reduction from the compressor /limiter. Featured 
is a defeatable gate with adjustable threshold. An 
output trim control allows the user either to purposely 
cause or to prevent peak clipping in the VCA, and a 
"true peak- reading" VCA level meter provides 
convenient monitoring capability. The 422A is a mono 
unit priced at $569; the 424A, costing $899, is a two - 
channel version with stereo coupling capability. 
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ACTIVE EQUALIZERS 

White Instruments, Inc. of Austin, Texas has an- 
nounced two L -C active equalizers. One is the model 
4100A, a two -channel octave -band unit claimed to be 
"perhaps the quietest ten -band graphic equalizer in 
the industry" and aimed at recording engineers for use 
with the demanding 30 -ips half -inch and digital 
formats. The other is the model 4400 one -third octave 
monitor equalizer. This unit features twenty -eight 
filters from 31.5 Hz to 16 kHz each with a ±10 -dB 
range. The 4400 also includes adjustable 12 /dB per 
octave high -pass and low -pass filters, tri -amp 
capability with three level trimmers, transformerless 
operation or optional plug -in input and output 
transformers. 

CIRCLE 47 ON READER SERVICE CARD 
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BASF SETS UP PRO DEPARTMENT; 
ISSUES MUSIC TAPE 

BASF's newly established Professional Products 
Department will consolidate sales and marketing of 
BASF professional products which include duplicator 
tapes, broadcast cassettes, IEC calibration and 
reference tapes, Headmaster and audio /video cas- 
settes. At the Consumer Electronics Show (Chicago, 
June 1982) BASF introduced its IEC (International 
Electrotechnical Commission) Standard Calibration 
Cassettes, the first to extend response to 18 kHz, and 
IEC Reference Cassettes from the batches selected by 
the IEC as official world- reference standards for Type 
I (ferric) and Type II (chromium- dioxide and chrome - 
equivalent). In addition, BASF now offers a full line of 
NAB studio calibration tapes with response to 18 kHz. 
This line includes a range of speeds (1'/8, 71/2, 15 and 30 
ips) and of widths (1/4, 1, 2 -inch) for calibrating 
virtually any studio or duplicating machine. On reel or 
NAB hub, they range in cost from $88 to $577.50. 

Including reference level, azimuth alignment and 
frequency response test sections, BASF 70 -1.isec and 
120 -us calibration cassettes are said to be accurate to 
within ±0.5 dB. Manufactured according to the official 
standard worked out by TEAC and BASF, both are 
priced at $140. 
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PORTABLE REVERB 

Designed to provide the quality and operating features 
needed in studio applications is the BX -15E, AKG's 
new two- channel reverb system that may be rack - 
mounted or used in vans or mobile studio vehicles. As 
in the larger AKG BX -25E, the new device uses AKG's 
patented torsional transmission line principle. A 
spring system, it is said to offer a natural reverb 
quality as a result of the high degree of diffusion in the 
transmission line. The torsion elements consist of 
several parts with micro and macroscopic variations of 
the line parameters. Controlled damping and 
supporting elements are placed at statistically 
determined distances along the spring system. 
Additional electronic damping, using motional 
feedback, permits varying the decay time. A five - 
position switch provides decay -time selection of 1.5, 

2.0, 2.5, 3.0 or 3.5 seconds. Also featured are high- and 
low- frequency equalization, and reverberation /dry 
signal mixing for the two channels. each of which may 
be used and controlled separately. 

The reverb spring unit is enclosed in an insulated 
steel box within a thick -walled, foam -lined wooden 
case. There is no danger of acoustical feedback even 
when the BX -15E is placed near monitoring loud- 
speakers. Full insulation against vibration and 
structure -borne sound is provided by the two -point 
pendulum suspension of the reverb unit. Weighing 47 
pounds, the BX -15E requires no special base or 
separate room for installation, nor any locking or 
readjustments for transportation. 
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HEAD DEGAUSSER 

The model PF -208 degausser announced by Nortronics 
is listed as a professional tool designed with a super 
high -flux coil -core to demagnetize heavy -duty 2 -inch 
tape heads and guides. Its peak magnetic field 
strength of 1000 gauss is said to mark the new model as 
the most powerful hand -held degausser currently 
available. Features include an auto -reset thermal 
protection device, positive snap action on /off switch; 
thermal plastic /rubber covered probe tip; high - 
impact plastic housing; lightweight 12 -ounce design; 
and UL approval. Price is $40. 
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PHASE LINEAR ADDS TO PRO LINE 

IOW* W. emamoa 

J 
A 

Recent additions to Phase Linear's products aimed at 
professional users include the PRO 700 stereo power 
amplifier, and the E27 equalizer. The amp is rated to 
deliver 360 watts RMS per channel into 8 ohms, or 550 
watts into 4 ohms. Features include a rugged steel 
chassis, dual high -volume fans, stepping input 
attenuators and individual channel LED level display 
meters with range select and overload indication. 
Price is $1395. 

The E27 is a single -channel, 27 -band graphic 
equalizer utilizing state- variable filters to achieve 
amplitude change independent of bandwidth, which - 
PL explains- ensures one -third octave EQ throughout 
the adjustment range. Control range is +12, -15 dB. A 
switchable 40 -Hz high -pass filter is included. Price is 
$549. 

CIRCLE 75 ON READER SERVICE CARD 

PORTABLE P.A. SYSTEM 

Dubbed "The Entertainer" is the E -V /TAPCO Model 
100S, described as a portable club P.A. system. Heart 
of the system is the model 100M stereo powered mixer, 
equipped with ten inputs (eight with three -band EQ), a 
dual eight -band graphic equalizer and a power amp 
section rated at 150 watts per channel into 4 ohms or 
100 watts into 8 ohms. Other features include E -V's 
Powerlock circuit that guards against clipping; reverb 
color control; mono /stereo function switch; fluorescent 
bar graph display. Complementing the 100M are the 
model 100S speakers. Housed in a high- impact plastic 
cabinet, the 100S mates E -V's constant -directivity 
horn to a vented low- frequency driver. The complete 
system costs $2,818. 
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AMPLIFIER "WALKS DOWN" 
SPEAKER LINE 

The new Delta Omega'" 2000 amplifier by Crown uses 
an electronic sensing and control system which, says 
the Indiana manufacturer, "walks down" the speaker 
line, through the internal speaker networks and 
finally the voice coil, correcting any speaker circuit 
anomalies. Described as an "interface velocity 
controlled amplifier," the model 2000 does not depend 
on extra sensing cables or feedback. In a typical setup, 
the user adjusts a potentiometer which introduces the 
compensation needed for speaker circuit non - 
linearities. The idea behind it is to reduce or eliminate 
effective radiated distortion (ERD), an interface effect 
resulting from speaker- amplifier interaction. Crown 
says that the new amp is the first that is able to correct 
problems introduced by poorly chosen speaker cable, 
crossover resistances or by that portion of the voice -coil 
which may be momentarily functioning in a purely 
resistive mode. The net result enables listeners to 
"hear the music, not the speakers." Recording studios 
will now be able, Crown continues, to electronically 
modify any speaker system to reproduce the particular 
sounds of any other speaker system. A monaural amp, 
the model 2000 is rated to deliver 600 watts into 8 
ohms, 1,000 watts into 4 ohms or 1,200 watts into 2 
ohms. 
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DIGITAL DELAY UNIT 

ADA Signal Processors of Berkeley, California has 
announced its model D1280 Digital Delay, listed as a 
full- function delay processor designed for both "live" 
performance and recording studio use. Delay times 
from 0.156 ms. to 1280 ms. are provided, all at a full 15- 
kHz bandwidth. Seven delay range push buttons, and 
a delay multiplier control allow access to any setting. 
Delay time is displayed via a real -time system using an 
LED delay rate indicator. A flashing LED shows its 
blink rate as delay time is increased, which -says 
ADA- provides the first logical method of matching 
delay time to tempo for accurate setting of echo repeat 
rates in performance. Special effects are produced by 
the unit's regeneration, modulation, and repeat -hold 
features. Options include the FS -2 footswitch for effect 
and repeat hold in /out, and a 240 VAC power supply. 
Price of the D1280 is $800. 
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NEW MOTOR POWERS DECK 

A "radically different motor" which is claimed for th, 
first time to eliminate "belt wow" without introducing 
"direct -drive flutter" is featured in the ZX -9 discrete 
three -head cassette deck from Nakamichi. The take 
up capstan is directly driven by the new super -linear 
torque (SLT) motor with wow- and -flutter said to be 
mere 0.022 percent WRMS. The reduced wow -and- 
flutter as well as the elimination of coupling capaci- 
tors in the electronic circuitry is credited with 
improving sound clarity. The deck has individual bias. 
recording -level and azimuth -calibration controls and 
it inclufes the test oscillators and metering needed for 
accurate calibration. Both Dolby -B and Dolby -C are 
built -in. The transport is microprocessor -controlled 
and uses the asymmetrical dual -capstan diffused 
resonance design. Also featured are two -speed cueing . 

cue rocking, punch -in recording and more. Price i 

$1550. 
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MULTI -PURPOSE AMPLIFIER 

From Numark Electronics of Edison. N.J. there's 
news of its MA4700, characterized as a stereo sound 
control amplifier that combines the qualities of a 
broadcast mixing console and the flexibility needed by 
a disc jockey, including fader mixing and headphone 
cueing. Rated power output is 70 watts per channel 
into 4-ohm loads, or 60 watts into 8 ohms. A bridging 
circuit will accommodate any external amplifier if 
higher power is needed. The unit also includes mixing 
facilities, a low -noise preamp. a built -in five -channel 
stereo equalizer and a multicolor high -speed LED 
indicator which functions both as input level and 
output power meter. Slide controls, cueing circuit for 
headphone monitoring and a talkover switch also are 
included. Supplied with 19 -inch rack adapters and 
handles, the MA4700 is priced at under $500. 
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RECENT SUPER DISCS 

This seems like a good month for one of my periodic 
rundowns of recent super -recordings. From Sheffield 
Labs there's The Sheffield Track Record (Lab 20). This 

rect -to -disc release features a six -man rock group 
ho combine tasteful artistry with terrific energy. It 

all is superbly captured with great dynamic range, 
transient impact, wide frequency span and myriads of 
tonal color. The groove is wider than usual to allow for 
full bass swing of the record cutter without the use of 
signal compression. This accounts for the short 
playing time of each site (8:20 and 7:35 minutes, 
respectively), but really, this is how pop /rock albums 
should sound. 

.Jazz from hot and crazy to tepid and moody may be 
enjoyed as played by Jack Sheldon's Late Show All - 
Stars (Jack Sheldon: Platt'n' It Straight; Realtime 
Records RT -303) on this digitally- mastered album. 
Among other niceties, it has a sense of "live" ambience 
and built -in stereo imaging 

From CBS Mastersound cpmes a digitally-mastered 
new Brubeck opus. It's La Fiesta de la Posada 
(Festival at the Inn) a Christmas Choral Pageant (CBS 
IM 36662) and it includes soloists. vocals, Latin 
percussion, choral groups and the St. Paul Chamber 
Orchestra. An extremely clean recording. 

Recent Telarc digitals remain a joy to hear. 
Following their triumph last year with Beethoven's 
Emperor Concerto performed by Rudolf Serkin and 
the Boston Symphony under Ozawa (no. 10065). Telarc 
has released Beethoven's Fourth Piano Concerto with 
the same cast (DG 100641. The performance was 
recorded by Soundstream in Boston's Symphony Hall. 
one of the world's best for large -scale music. Natural 
ambience complements the artistry and power of the 
BSO which creates a nice framework for Serkin's 
masterful pianism. 

Other current Telarcs that merit mention include 
the BSO doing Vivaldi's Four Seasons (DG 10070) 
which generates some awesome power, perhaps 
surprisingly so, since it all comes from stringed 
instruments. The album "Encores o l i franca ise" (DG 
10069) is a good workout -acoustically and artis- 
tically-on the big organ at Symphony Hall played by 
Michael Murray. Rousing, yet sensitive, performances 
of Gershwin's Rhapsody in Blue and An American in 
Paris are offered by the Cincinnati Symphony 
conducted by Erich Kunzel with Eugene List at the 
piano (DG 10058). 

A new winner from dbx is The 'Tip of the Weisberg 
produced digitally by Naatilus and mastered by dbx 
with its 2:1 encoding (use the dbx decoder for 
playback). Closeup effects of instruments on this rock 
album are startling. 
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Seadeek 11,0&6044 
By James F. Rupert 

Well, as we've said at the beginning of the last three 
installments, here is the article that everyone has been 
clamoring for. (Three months oughta be long enough 
for any running gag!) Now that we've covered your 
independent efforts to obtain financing for your future 
studio, it's time to consider your escape routes from 
the swamp should your local lending institutions give 
you the of "thumbs down." 

Just because you might have been rejected fora loan 
application is no reason to hang your head and moan 
that all is lost. Times being what they are, credit is not 
the easiest thing to come by regardless of your 
qualifications, financial status and past credit 
experience. A lot of the big leaguers who once were 
able to carry out scoopfuls of dough on their 
signatures alone are finding themselves on the 
receiving end of a polite "sorry, but no" from their 
business bankers. The questions remains: Where do 
you go from here? 

The smart money seems to be on heading straight for 
your local office of the United States Small Business 
Administration. Now from past mail I get the 
impression that a lot of readers have a mental image of 
the SBA as either the official government dispenser of 
red tape or a chariot of the gods that dumps money 
from the heavens at the most casual of requests. As in 
most cases, the truth is to be found somewhere 
between the two extremes. 

The SBA exists to assist the nation's small 
businesses through a variety of programs and efforts. 
SBA helps new or growing businesses in meeting their 
financial needs, counsels small firms with their 
problems, offers special assistance to minority and 
women -owned businesses, helps small businesses to 
secure government contracts and acts as a special 
contact or advocate for small firms with other Federal 
or State agencies. 

However, the immediate topic is business loans and 

the SBA offers two basic types: 
(Quoting from SBA literature) 
1) Loans made by private lenders, usually banks, 

and guaranteed by the SBA. SBA "bank guaranteed 
loans "are tied to funds appropriated by Congress. The 
amount of loans which SBA can guarantee is much 
larger than funds appropriated for direct loans. Thus, 
the majority of loans are of the guaranteed type. 

By law, the SBA can guarantee up to 90 percent of a 

loan made by a bank or other private lender. 
2) Loans made directly by the SBA. Monies for 

"direct" loans also come from funds appropriated by 
Congress for this purpose. Direct loan monies are 
limited and demand invariably exceeds supply. In 
recent years SBA has approved an increasingly larger 
share of direct loans for small firms that have unusual 
difficulty raising funds in the private market -i.e. firms 
headed by women, handicapped persons and 
representatives of socially and economically disad- 
vantaged groups. (End quote.) 

What this means is that even after you have been 
turned down by your banker for financing, the SBA 
holds out to you the hope of obtaining the bucks you 
need to get rolling by either lending you money directly 
from SBA funds or by going to your banker and 
offering to guarantee that the loan will be paid back to 
them (up to 90 percent) no matter what may happen to 
you. If the banker's only doubt is whether you as an 
individual could realistically pay back the loan, the 
SBA might be a lifesaver in putting you over the top. Yet 
before we go any further, let me state a few unpleasant 
disclaimers, most important being that the SBA is 
bound neither by law, convention or tradition to do any 
of this. 

If after investigating your credit history and your 
business plan the SBA decides that your plan is 
unsound, your character is unstable or the time is just 
not right for your kind of business, they can turn you 
down flat. You've got to sell your studio and yourself to 
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them just as hard as you would to any private lending 
institution. Even though their purpose is to dispense 
the basic benefit of the doubt, and to assist people who 
can't otherwise obtain financing, their function is not to 
toss millions of dollars into the street and hope some of 
it will spell profitable free enterprise. So while their 
standards are considerably more relaxed than a bank's 
loan department, they still have minimum qualifica- 
tions that have to be met. 

For many fledgling studio owners, the toughest SBA 
standard to swallow is the same as the one at the bank. 
That is, "What is your stake in this studio you're 
planning ?" The SBA insists that whatever your 
business plan is, you as an individual must provide 30 
to 50 percent of the total funds needed. If you're 
starting from scratch and the entire sum needed to get 
the ball rolling comes to $100,000, then the SBA 
expects you to be putting up $30,000 to $50,000 of it 
yourself. Once again, part of the risk must be yours. 
Otherwise you can skip merrily off to Bankruptcy City 
if the studio craps out snake -eyes, and Uncle Sam and 
the bank is left holding a very large bag without you. 
You need more than desire; you need more than 
experience; you need more than expertise, ambition 
and special training. You need to be able to take the 
heat when the kitchen gets hot and that means carrying 
part of the load. 

This rule is slightly relaxed for businesses owned by 
women, the handicapped and disadvantaged, but it is 
not completely tossed out the window. It only makes 
sense that if you believe in the future of your studio and 
you have been able to show why you think it will be a 

success, you will believe in the project enough to throw 
your own marbles into the bag to play with. 

Any equipment you already own can be a part of your 
contribution. If you already own most of the studio 
hardware and your loan is for inventory and operating 
expenses, then the gods of fate will much more likely 
be smiling upon you. If Uncle Louie owns the building 
you're moving into and will write off the rent till you get 
cooking, so much the better. Whatever the circum- 
stances, you will have to show your stake in the 
enterprise. 

The good news is that once you are approved the 
SBA loan system can offer several advantages. 
Generally, direct SBA loans will carry lower interest 
rates than conventional bank loans. SBA can also offer 
longer term maturity loans. Where the longest term 
your banker might offer is repayment within five or six 
years, SBA regular business loans carry a maximum 
maturity of ten years. Working capital loans are limited 
to seven years and loans which include construction or 
acquisition of real estate have a 20 year maximum. A 

handicapped assistance loan carries a 15 year maturity 
and the interest rate is 3 percent (incredibly low!) for 
SBA's share of the loan. 

SBA regularly sets a maximum allowable interest 
rate which banks can charge on guaranteed loans. 
This, above anything, will turn a banker off to a 

prospective SBA loan. Remember that just as the SBA 
is not obligated to guarantee your loan to the bank, the 

bank is not obligated in any manner to give you a loan 
even if the SBA is behind you to guarantee it (another 
reason to have done your homework in the preparation 
of your business plan and personal report). Regardless 
of how shining the SBA recommendation is on you, if 
the bank doesn't trust you or thinks your studio 
concept stinks for your marketplace, you could be 
doomed. 

Please keep all this in mind as you compile all the 
information that will be originally presented to your 
loan officer. If the bank rejects your loan application, 
then ask your loan officer if his bank is interested in an 
SBA follow -up for the purpose of trying to obtain an 
SBA- guaranteed loan. If there is one bank in your city 
that handles most of the SBA loans for your area, you 
will be referred there. Whichever bank you go through 
will do the contacting of the nearest SBA office to 
discuss your application. In most cases of direct or 
guaranteed loans, the SBA will deal directly with the 
bank. If no banker can be found who will even talk about 
an SBA loan, then call, write or visit your nearest SBA 
field office. There are 110 SBA field offices which often 
send loan officers to visit many smaller cities as the 
need is indicated. (All you need to do is indicate!) You 
can speed up matters by making your financial 
information available when you first write or visit the 
SBA field office. 

How much can you score? Current figures indicate 
that loans made directly by the SBA have a maximum 
of $150,000. Under the bank guaranteed loan program, 
the SBA is permitted to guarantee up to 90 percentofa 
loan, or a maximum of $500,000, whichever is less. 
When neither private financing nora loan guarantee is 
available, SBA may provide loan funds on an 
"immediate participation" basis with a bank. The bank 
disburses part of the loan, and the balance is disbursed 
directly by the SBA (at a lower interest rate). SBA's 
share of an immediate participation loan may not 
exceed $150,000. Handicapped assistance guaranteed 
loans have a limit of $350,000 with a direct handi- 
capped assistance loan limited to $100,000. 

The best way of answering any further questions 
about the intricacies of the SBA financial assistance 
programs is to go right to the source. Your local field 
office will send complete information to you free, as 
well as details of all the programs they offer. Just 
because your banker will be doing the contacting of 
the SBA to hammer out the negotiation of your loan, 
there is still no reason to not have availed yourself of 
the no -cost SBA services from the word go. Remember 
that the SBA offers a lot more than just loan 
guarantees -they might be able to put you on the right 
track to obtaining a bank loan on your first visit to the 
loan department. And wouldn't that be okay by you 
too? 

Next time, we'll finish up our look at the SBA by 
examining the other programs and aid that Uncle Sam 
is providing for you, most of which will not set you back 
a single peso. I just know that the next Studio Notebook 
episode will be the one that everyone is clamoring for! 

See you next time. 
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GUITARS AND BASSES 

Ibanez has recently introduced a 
pair of celebrity guitar models 
designed in conjunction with guitar- 
ists Joe Pass and Lee Ritenour. The 
Joe Pass model, officially known as 
the Ibanez JP20, is a single cutaway, 
hollow body, semi -acoustic electric 
guitar. The JP20 is constructed with 
maple back and sides and a spruce 
top for responsiveness, and is fin- 
ished in a brown sunburst with black 
and ivory edge bindings. The maple 
neck is fitted with an ebony finger- 
board and small frets, and is an 
unusual scale length, 25 -in. On the 
hardware side, the Joe Pass guitar is 
equipped with a single Ibanez Super 
58 humbucking pickup and a solid 
ebony bridge and tailpiece. In de- 
signing the JP20, particular atten- 
tion was paid to making the instru- 
ment sensitive and responsive in 
action and clear and balanced in 
sound. 

CIRCLE 56 ON READER SERVICE CARD 

Among bass players, the name 
Alembic has been associated with 
rather esoteric, technolically ad- 
vanced, and admittedly expensive 
instruments. But with the intro- 
duction of the new Alembic Spoiler 
Bass, the company has moved into the 
realm of affordable instruments 
while retaining the distinctive qual- 
ity and high performance it is known 
for. Following usual Alembic prac- 
tice, the Spoiler has a through -the- 
body neck design and a solid koa 
wood body, although the asymmetri- 
cal double cutaway design is ex- 
clusive to the Spoiler. The neck itself 
is a three piece maple lamination 
with ebony fingerboard and oval 
inlays, and is available with 24 frets 
or fretless; a left- handed version is 
available on special order. The 
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Spoiler also follows Alembic's prac- 
tice of using active electronics in all 
their instruments. In this case, the 
Spoiler has two low impedance 
pickups feeding a mono output. The 
electronics package includes a four - 
position pickup selector, a single 
volume control and a tone control 
with a two -position equalizer "Q" 
switch. On the hardware side, the 
Spoiler uses Schaller tuning ma- 
chines, Alembic's standard brass 
bridge and tailpiece, and Alembic's 
latest innovation, an adjustable nut. 

CIRCLE 57 ON READER SERVICE CARD 
The latest addition to Ibanez' 

Roadster series is the model 721 bass. 
This new model is noteworthy for its 
medium, 32 -in. scale length; this 
shorter scale and a compact body 
design make for an instrument that is 
lighter, easier to handle, and faster to 
play. The 721's maple neck is mated 
to a solid ash body for light weight 
without any sacrifice in sustain. 
Sustain is also aided by the Ibanez BI 
brass bridge /tailpiece assembly. The 
Ibanez 721 is fitted with Super P4 
pickups for a clean, full, yet punchy 
sound. 

CIRCLE 58 ON READER SERVICE CARD 

News comes from the Original 
Musical Instrument Co. of a rather 
unique new bass instrument, the 
Dobro Portable Bass, an upright 
electro- acoustic instrument designed 
for portability. When assembled, the 
instrument is 58 -in. long (plus an 
extendable endpin), but collapses to 
fit in a special hardshell case only 44- 
in. long; weighing in at less than 50 
pounds, it is shippable via UPS. The 
Dobro Portable Bass is designed to be 
plucked or bowed and has a bridge 
which is adjustable for string style 
and action. The instrument is acous- 
tically designed with a hardwood 
body, and utilizes a special FRAP 
pickup system allowing it to be used 
with gut, nylon, or metal strings. The 
FRAP piezoelectric pickup feeds an 

onboard preamp /equalizer with bi- 
FET circuitry for low noise, high 
slew rate and excellent frequency 
response. The electronics feature a 
volume control and active bass and 
treble controls with ±20 dB range, 
and is powered by a pair of 9 -volt 
batteries. 
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The new HH -555 is the first semi - 
acoustic electric guitar model in the 
Daion line of handcrafted guitars. 
The majority of semi- acoustic elec- 
trics might be termed "ES -335" 
lookalikes, and the Daion HH -555 
sets itself apart from those models 
with a "negative bottom" design 
which is also said to improve the 
instrument's balance. The guitar has 
maple top, back, and sides, and a slim 
mahogany neck with rosewood finger- 
board. Other design features include 
through- the -body stringing, a side - 
lock bridge with individual brass 
saddles, a brass nut, and a spruce/ 
maple /spruce sustain block. The HH- 
555 has two Daion Power Pulse 
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pickups, each with its own coil - 
splitting switch. 
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KEYBOARD INSTRUMENTS 

New from Roland is the EP -6060 
Combo Piano, a five octave keyboard 
instrument featuring two voice 
sources that can be individually 
created and then layered on top of 
each other for a thicker, richer sound. 
Each of the two voices has a voice 
selector for Piano 1, Piano 2, or 
Harpsichord, an octave selector and a 
decay control. Each voice also has an 
individual tuning control, allowing 
the voices to be intentionally detuned 
for a thicker sound or chorus effect. 
Other controls include a single slider - 
type balance control and a six -band 
graphic equalizer. The EP -6060 also 
has several unusual performance 
features including a transpose con- 
trol to allow any tune to be played as 
if written in the key of C (or any other 
arbitrary key), an automatic arpeg- 
giator with controls for Rate Number 
of Beats and Rhythm Variations, an 
Upper Harmony function for block 

chords automatically from a single 
note, and split keyboard and hold 
modes for the arpeggiator. 

CIRCLE 62 ON READER SERVICE CARD 

Synergy is the name of a new 
digital keyboard instrument from 
Musical Technology, Inc. The Synergy 
is an all -digital unit with extensive 
programmability. Keyboard re- 
sponse, keyboard mode, and stereo 
output operation are all program- 
mable. Voices are user -changeable 
via plug -in cartridges which are 
offered in logical combinations of 
voices, and which can be customized 
on an individual basis. The unit also 
uses an exclusive phase cancellation 
technique to simulate acoustical 
phenomena such as flute breath and 
violin bowing, and includes a four - 
track event recorder (sequencer) 
with overdub capabilities. 
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ELECTRONIC ACCESSORIES 

Tom Scholz of the supergroup, 
Boston, is widely known as an 

electonics wizard, but until recently 
the Scholz wizardry was available 
only to a kind of "inner circle" of his 
associates. Now, however, Scholz 
Research and Development is 
manufacturing and marketing a 
product called the Rockman. The 
Rockman is basically a guitar 
preamplifièr and effects system in a 
compact, Sony Walkman -style pack- 
age complete with lightweight 
folding stereo headphones. The 
battery- powered Rockman (it takes 
eight AA batteries) accepts an 
instrument input and /or an auxiliary 
stereo input allowing the musician to 
play along with records, tapes, or the 
radio; two stereo output jacks are 
provided to drive headphones or 
external amps or mixers. Controls on 
the unit are very straightforward. 
Volume is controlled in three 5 dB 
steps via a slide switch, while another 
slide switch selects the basic sound of 
the unit from two high -sustain clean 
sounds, an "edge" sound with subtle 
overdrive, and a "distortion" sound 
for maximum overdrive. A third 
switch is used to defeat either the 
solid -state stereo echo effect or the 

Oboe OUAL PEVtMtAATON 

It proves 
its worth. 

While others have introduced more expensive 
reverbs that don't sound like they're worth it, or 
lower -cost units that don't deliver quality, Orban's 
111B Dual Spring Reverb continues to prove its 
worth. 
Why? Because the Orban 111B offers good, clean 
sound that most studios and production rooms 
demand at a fair price. Our proprietary "floating 
threshold peak limiter" protects the springs from 
being overdriven on transients. So the 111B doesn't 
sound "twangy" -just bright and clean, with a sound 
that complements tracks instead of muddying them. 
And flexible EQ lets you contour the echo return for 
any application. 
So check out the 111B Dual Spring Reverb: A proven 
performer with the right sound at a fair price. 

OrbanOrban Associates, Inc. 
645 Bryant St. San Francisco, CA 94107 
(415) 957 -1067 TLX: 17 -1480 
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stereo chorus effect; this chorus 
effect is a direct reproduction of Tom 
Scholz' custom doubler design which 
has been unavailable until now. 
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ADA Signal Processors have 
introduced a new rack mount delay 
effects device known as the TFX4, 
which was designed to combine 
studio quality effects and foot -pedal 
versatility and convenience. The 
TFX4 is designed to produce four 
different basic effects, and each of 
these four effects has a separate 
group of controls on the unit's panel 
allowing the user to preset each of the 
effects independently; the effects 
may be selected via front panel 
pushbuttons or a remote footswitch 
unit. The Hanger section improves 
on the performance of the popular 
ADA Flanger floorbox, and has 
controls for Delay, Width, Speed, and 
Regeneration; the Chorus effect is 
produced with delays in the range of 

11.4 to 30 milliseconds, and controls 
are provided for Depth and Speed, 
delays between 30 and 70 ms produce 
doubling effects and the Doubler 
section has controls for Delay, Mix, 
and Regeneration; longer delays, in 
the 50 to 200 ms range, are used for 
Echo effects with controls for Delay, 
Mix, and Repeat. Other features 
include input and output level 
controls, a clip indicator LED, status 
indicator LEDs, and silent FET 
switching. 
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The latest addition to the Westbury 
product line from Unicord is "The 
Tube." an interesting new overdrive 
effect unit. While most manufac- 
turers have tried to simulate the 
sound of a tube preamplifier with 
solid -state circuitry, The Tube takes 
the direct approach of using a 12AX7 
tube to produce the real sound of a 
tube preamp. The unit has controls 

available in both high impedance 
unbalanced and low impedance 
balanced versions for virtually any 
application. Five wide -range para- 
metric controls are provided on the 
unit's panel. A Rate control varies the 
sweep speed from one sweep per 100 
seconds to greater than 100 Hz; the 
sweep is controlled by a Width 
control and a SweepCenter control; 
an Emphasis control varies the 
amount of feedback or regeneration, 
and a Blend control varies the 
amount of phase- shifted signal to be 
combined with the unprocessed 
signal. Also provided is a switch to 
select 4, 6, or 8 stages of phase shift 
circuitry for a more or less 
pronounced effect, a footswitch jack, 
and a jack which accepts an external 
control voltage to control the effect. 
In addition, the Dual Phaser III has 
four switches to control the cross - 
linking of the two channels for over 

for Gain and Level to allow a wide 
range of overdrive effects, and has an 
LED status indicator. 
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Castle Instruments is the manufac- 
turer of the Phaser III, a versatile, 
high quality phaser which is 
available in floorbox and rackmount 
versions in a single channel format, 
or in a dual rackmount version as the 
Dual Phaser III. The Castle Phaser 
III produces a very high quality 
effect due to the use of a high 
frequency pre -emphasis /de- emphasis 
technique plus full -band compres- 
sion /expansion to produce a dynamic 
range quoted as 110 dB. The unit is 

30 useful combinations of control and 
signal routing. 
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Unicord recently announced that 
they had completed negotiations to 
become the exclusive US distributors 
for the Dynacord line of products - 
mostly electronic signal processors 
and effects devices and some 
amplifiers. One of the more unique 
products in the Dynacord line is the 
DRS 78 Digital Reverb /Echo unit. 
The unit is a fully digital device, 
using 12 bit architecture and a high 
speed microprocessor to perform the 
digital calculations which produce 
the echo and reverb effects. The unit 
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With all the potential problems in performing 
why make power one of them! 

Eliminate the power problem with Pearl's four new Phantom pow- 
ered electret condenser microphones. They're designed to be 
used with an advanced power supply (PW -48) operated by an 
AC Adapter for trouble free power at all voltage levels. A bat- 
tery operated power supply (PW -18) for 1 or 2 Phantom pow- 
ered micrcphones is also available with a condenser cou- 
pling for leakage free operation. 

A few of the many advantages of these new models are: an 
internal arrplifier (no out- 
put transformer needed) 

output voltage 3.5V 
at maximum SPL 

current drain less than 
3ma 0.5% total harmonic 
distortion at high levels in- 
ternal attenuator sw tch 
increases maximum level 
allowing yoJ to mike brass and 
percussion instruments cleanly 

supply voltage is 12VDC to 
48VDC (00E.P 9V battery with CR57 - 
CR55) CR45 with internal pop filter 
included CR57 right angle unidirec- 
tional cardioid polar pattern CR55 
unidirectional cardioid polar pattern. 
Both CR55 - CR57 have a condenser 
element isolation system minimizing fQ 

both stand and hand held noise. 

áa aa 
CR55 

CR25 

The sound produced is both wide range and 
musical extending from 30 to 20,000 HZ, coupled 
with the quality and ourability you have come to 
expect from Pearl. You will be making your best sound choice when 
you choose Pearl Phantom Powered Microphones. 

Write for complete specifications on these and other new exciting Pearl products. 
Sold in Canada exclusively by NUCO Musical Instruments, Ltd., Markham, Ontaric. 

A p-oducl of 
Pearl International, Inc. 
408 Harding Industrial Dr. 

Nashville, Tennessee 37211 
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has two outputs which have phase 
shifted outputs for stereo effects 
when connected to a stereo amplifica- 
tion chain. The echo section of the 
unit has three delay controls to vary 
the delay times from 7 to 320 
milliseconds with the actual delay 
time displayed on a 3- digit, 7- 
pigment LED display. The reverb 
section of the unit has a four -step 
delay control for Dead Time (initial 
delay), reverb duration, reverb 
return, and a switch for decay. 

Also part of the Dynacord line from 
Unicord is the EQ 270, a 27 -band. 
1/3- octave graphic equalizer. This 
rack -mounted unit has its filters on 
the standard ISO center frequencies 
for compatibility with available real 
time analyzers. The EQ 270 has 
electronically balanced inputs and 
outputs via XLR -type connectors, 
and has an LED level display with 
overload indication. 
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MULTI -EFFECTS SYSTEMS 

One of the more nagging problems 
faced by most performing musicians 
is that of hooking up the array of 
effects devices before each gig. In the 
last two or three years several manu- 
facturers have attempted to stream- 

line matters by offering either a self - 
contained multi- effects unit, or else a 
system to hold and /or inter- connect 
an array of separate effects devices. 

The Boss division of Roland has 
introduced two companion products 
designed to take the hassle out of 
using effects. The first product is the 
BCB -6, a carrying case which 
accommodates up to six effects boxes 
(or five effects plus a power supply); 
by removing the lid, the carrying 
case is transformed into a pedal 
board complete with non -slip rubber 
feet. The BCB -6 comes complete with 
five short interconnect cables and one 
long loop cord, and the wiring is 
designed to fit into concealed wiring 
channels in the pedal board. The 
other Boss product is the PSM -5, a 
regulated 9 volt power supply 
capable of powering up to five effects 
devices by Boss or other manu- 
facturers. The PSM -5 attaches to the 
AC adapter jack on each effects 
device via a power loop cable, and 
also has provision for master effects 
loop in /out switching for convenient 
bypassing of a pedal array. 
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The Ibanez EFB is a convertible 
road case /pedal board which can 
hold up to five effects units. The EFB 
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11111014 
Revox PR99. 

Not just another pretty faceplate. 
Before you buy a compact audio recorder, be sure to compare what you're getting on 
the inside. Look at the chassis, the headblock, the motors, the switches. the PC boards, 
and the wiring. When you do, you'll notice a difference between the PR99 and everything 
else in its price range. The PR99 looks better because it must adhere to stricter stand- 
ards of quality. Standards that have made Studer Revox the world's most respected 
name in audio recording. 

PR99 features: Balanced and floating line in and line out Calibrate/uncalibrate 
switches Servo controlled capstan motor Edit mode switch Tape dump Self sync 
Optional remote control and vari -speed Cabinet. console. and rack mount versions. 

ci-, R E1/OX 
AMERICA INC. 

STUDER REVOX OF AMERICA. INC. 1425 Elm Hill Pike Nashville, TN 37210 1615) 254 -5651 
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comes complete with AC adapter, a 
full set of patch cables, and a cut -to- 
size foam lining for truly custom fit. 
Once the cover with its handle and 
latches is removed, the EFB is a 
compact, rugged pedal board. 

New from Pearl International, Inc. 
is the Spice Rack, a guitar effects 
pedal board which comes complete 
with five effects boxes plus AC 
adapter and voltage regulator. Ef- 
fects included are Pearl's Flanger, 
Chorus, Phaser, Compressor, and 
Overdrive, although other Pearl 
effects devices could be substituted at 
a later date. Other options include 
footswitch units and clever rubber 
rings to fit around the control knobs 
for foot operation of the controls. 
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MUSICAL INSTRUMENT ACCESSORIES 

It may not exactly be a better 
mousetrap, but Rockflex cable from 
Canford Audio does have a number of 
advantages over many other cable 
types used for guitar cables. The 
Rockflex cable is conductive thermo- 
plastic with a drain wire for its 
shield; this results in almost perfect, 
100% shielding and much easier 
construction and repair of cables as 
compared to conventional spiral or 
braid shield. It is also more durable 
than foil -shielded cable. The outer 
jacket of Rockflex is a durable, long - 
wearing, yet very flexible PVC 
material available in blue or black. 
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Calzone Case Company has an- 
nounced a new line of road cases 
known as the Escort line. The Escort 
line uses Calzone's patented Double - 
Angle construction for greater 
strength. The cases are built of 
furniture -grade (no knots) plywood 
with a lamination of heavy grade 
formica. Other Calzone features 
include high density, non- deteriorat- 
ing polyester foam linings, a custom - 
extruded, deep -groove valance, and 
genuine Sessions hardware. 
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Banana Musical Products has a 
new, low- priced guitar tuner with 
several unusual features. A built -in 
speaker actually plays the correct 
tones for the six strings of a guitar 
while the lighted meter displays the 
difference between the reference and 
the string being played. The unit has 
quartz- referenced frequencies with a 
pitch calibration control to allow 
tuning to non -standard pitch. An AC 
adapter is available. 
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Lexicon PCM -42 Delay Line 

At the Fall 1981 AES show, I presented a paper 
entitled "Synchro -Sonic Recording Techniques," 
which talked about how to synchronize various signal 
processors and instruments to a master timing clock. 
Right after the talk, one of Lexicon's design engineers 
told me about a new delay he was working on, named 

the PCM -42, which employed synchro -sonic tech- 
niques. I asked him to keep me posted on its progress, 
and when one of the first prototypes rolled off the line, 
Modern Recording & Music requested a unit for 
review. 

The PCM -42 delivers all standard delay line 
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functions, and quite well at that. But what separates 
the PCM -42 from the myriad of other delay lines is a 
programmable clock output. This output provides 
timing references which are precisely synchronized to 
delay time, and which may be used to drive timing 
inputs on other pieces of equipment. What does that 
mean to you? Read on and find out... 

WHAT is IT? Except for the addition of the pro- 
grammable clock output, the PCM -42 is otherwise 
a pretty straightforward digital delay line. It has a 
maximum delay of 1.2 seconds at full bandwidth ( -3 
dB at 16 kHz) and 2.4 seconds at reduced bandwidth 
( -3 dB at 6 kHz). It lists for $1.395, but by spending 
another $250 to expand the memory in the PCM -42, 
you may double the maximum delay times given above 
while retaining the same bandwidth. Although 4.8 
seconds of delay may not sound too useful for echo -type 
applications. it is extremely useful when doing the 
"solid -state tape loop" -type of effects described in 
previous "Notes" columns on Imaginearing Audio's 
Echo /Digital Recorder and MXR's Delay System II. 

In order to make it easier to describe the various 
controls, we'll conceptually break the PCM -42 down 
into several different sections. 

Input stage: There's an input jack on the rear panel 
which presents a 40 K input impedance. along with a 
gain switch which adds 20 dB of gain to the preamp 
stage for matching low level signals to the unit. Note 
that a 40 K input impedance will load down high - 
output impedance devices (such as most guitar 
pickups), so buffer or preamp a guitar before feeding it 
to the PCM -42. Synthesizers, tape recorder outputs 
and similar devices can feed the PCM -42 with no 
problems. The input jack accepts unbalanced and 
balanced signals, depending on whether you use a 
mono or stereo '4-inch phone plug, respectively. 
There's another jack which provides a buffered 
"straight" output from the preamp stage. 

On the front panel, there's a level control and 
associated five -step LED indicator which indicates 
how much headroom you have left. Above 0 dB a 
limiter comes into play which prevents clipping 
distortion with extremely high input levels. Although 
the manual says "extreme input levels produce only a 
soft distortion," that seems pretty optimistic to me. Hit 
a chord on a poly synthesizer, crank up the level and 
believe me, you'll hear a pretty dirty sound. 
Nonetheless, if you pay even a little attention to setting 
levels, you'll find that overloading is not a problem. 

Delay setting section: A four digit LED display 
shows the delay time. Two push- button switches, a 
manual delay control that covers a 3:1 range and a X2 
push button work together to let you select the exact 
delay time. (An additional slide switch, named set - 
mode, lets these same controls vary the clock output 
signal -more on that later.) One push- button switch 
has a tiny "up" arrow to indicate that pushing it gives 
more delay, while the other switch has a tiny "down" 
arrow to indicate that pushing it gives less delay. 
When you push either switch, the display increments 
or decrements in approximately 5 ms. steps. Holding 
the switch down changes the delay time at a relatively 
slow rate. You may then use the manual control for fine 
delay settings. 

It's possible to fast forward or reverse through the 
delay time as well. If you're holding in the "up" push 
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button for more delay and then press the "down" 
switch, the delay time increases at a much faster rate 
(you can go from minimum to maximum delay in 
under 4 seconds). If you're holding in the "down" push 
button for less delay time and then press the "up" push 
button. the delay time decreases at a fast rate. The net 
result is it takes me about 10 seconds to find any given 
delay time, which is not bad at all ...assuming that you 
remember which push button is which. because the 
little arrows are hard to read. 

The X2 push button is just that: pushing it in 
multiplies the selected delay time by a factor of two. 
This reduces the bandwidth as mentioned earlier, so a 
small LED comes on to the right of the numeric 
display. This reminds you that you're in the extended 
delay time mode. 

A control voltage jack on the rear panel lets you vary 
the delay time linearly over a 3:1 range with a 
standard 0 to +10 V control voltage. 

Setting the clock involves the same controls. but 
we'll cover that aspect in more detail when we cover 
the uses of the clock output. 

Regeneration section: There is a.feedhark (feedback 
level) control: a h i cut switch to restrict the bandwidth 
of the feedback signal: and afeedhack insert switch to 
change the polarity of the feedback. The latter feature 
is most commonly used to change the tonality of 
flanging and chorusing effects. The hi cut switch helps 
to more closely approximate an acoustic space, since 
echoes in the "real" world tend to lose higher 
frequencies at a faster rate than lower frequencies. 
Since the filter is in the feedback path, each successive 
echo generated by a single sound will have a lower 
high- frequency response. This is also handy for 
making sure older echoes don't "step on" newer echoes, 
as the newer echoes will have wider bandwidth. 

A stereo jack on the back brings the delay line output 
to the ring connection. while providing an input to the 
delay line at the tip connection. You may think of this 
as an "effects loop" connection in the regeneration 
path. By inserting an accessory foot pedal in this loop. 
you may control the amount of regeneration exter- 
nally: note that this regeneration is in addition to any 
regeneration set by the front panel control. Therefore, 
if you have a highly resonant regeneration setting on 
the front panel, adding more regeneration via the loop 
might cause the unit to break into oscillation. The tip 
connection may also be used as an auxiliary line -level 
input if you wish to mix two signals together into the 
unit. 

Output section: On the front panel, this section 
comprises an output mi.r control (center position, 
which has a detent, gives equal amounts of straight 
and dry sound: clockwise gives more delayed sound. 
counterclockwise more straight sound), and a delay 
insert switch. Pushing this switch in inverts the phase 
of the delayed signal. 

On the rear panel. output jacks include a main 
output, which carries the delayed /straight mix: delay 
output, which carries the delayed sound only: and a 
stereo mix control jack. You may plug an accessory 
foot pedal into this stereo jack to control the 
delayed /straight mix externally. There's also an 
output level control. This attenuator lets you cut the 
maximum allowable output of +19 dBV (9 V RMS) 
down to something more suitable for studios designed 
for lower nominal signal levels. 
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Modulation section: This includes a depth control to 
vary the amount of modulation; a waveform control; 
and a rate control (with associated LED to provide a 
visual indication of the rate) which varies the speed of 
the modulation. At the waveform control's full 
counterclockwise position, the modulation signal is a 
triangle wave. Turning it towards center adds in 
envelope follower modulation, until at center (which is 

detented), the modulation comes exclusively from the 
envelope follower. Turning the control further 
clockwise adds in more square wave modulation (at the 
same frequency as the triangle wave) until there is 

only square wave modulation at the full clockwise 
position. 

Other controls: There's a repeat push button, which 
captures the sound in the delay's memory at the 
moment you press the switch, and repeats this 
captured sound until the button is pressed a second 
time. An LED to the right of the four digit display 
lights up whenever you're in the repeat mode. There's 
also a power switch, and a bypass jack on the back 
which lets you bring the effect in or out remotely. 

Well, that's quite a lot of controls... but now that the 
formal introduction is complete, let's see what the 
PCM -42 sounds like. 

PRE -FLIGHT for the PCM -42: For best results, 
when evaluating the PCM -42 you should have a two - 
channel amp or mixing board. This allows you to listen 
to the programmable clock output as well as your 
audio signal. Like most signal processors, the first 
thing you'll want to do is plug your instrument into the 
jack labelled input, and run a cord from the jack 
labelled mix output to your amplifier or other 
monitoring system. 

Since now is a good time to get a feel for how the 
clock output works, run a cord from the clock output 
jack to another channel of your mixer or amp. Note 
that this clock output signal is much stronger than a 
typical guitar signal, so you may need to pad the clock 
down a bit to prevent overloading your amp. Figure I 
shows a suitable pad you can build using a trimpot. 

There are many other possible interconnections, 
which are spelled out in the thorough, and generally 
quite readable, instruction manual. The PCM -42 is one 
device which requires a bit of study before you can 
expect to get the most out of it -it's a'lot more complex 
than a fuzz, wa -wa or even simpler delay lines. So, you 
can plan to spend several hours before you will have 
covered most of the various possibilities presented by 

10K 
From PCM -42 

clock output 

4.7 K 

From PCM -42 

clock output 

10K o v fl Attenuated 
audio output 
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Korg compatible 
trigger output 

Not all Wireless 
Microphones 

are Created Equal 

This One Is A 
Telex 

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

Performers tell us they prefer Telex wireless mics because of 
the rich, full- bodied sound. And because the mics feel and look 
like conventional microphones. 

To quote performers:...the Telex wireless mic sounds superior 
to any I've used for vocals -wired or wireless... 
...the freedom it gave our group sold me on the concept, and 
the sound sold me on Telex... 

Audio and broadcast engineers stated that they prefer Telex 
because with just the addition of a second antenna, they have 
the most reliable diversity* wireless mic receiver available, 
indoors or out. And because the compander circuitry provides 
dynamic range from a whisper to full fortissimo. 

To quote engineers: ..the Telex wireless is the best we've 
tested, and we've checked them all... 
...from a quarter mile, the signal was still crisp and clear... 
...for the money Telex outperformed all others we tried... 

When you're ready for wireless mics, Telex offers you a choice 
of three VHF frequency groups, hand held or belt -pack trans- 
mitters, dynamic or electret microphones and a host of 
accessories. Compare our specs against any others, and by all 
means, compare the price. We're quite certain you'll also prefer 
Telex. Made in USA. Please write for full details. 
'us Patent No. 4293955. Other patents applied for. 

Quality Products for the Audio Professional 

144141146, s 

TELEX. 
TELEX COMMUNICATIONS, INC. 

9600 Aldrich Ave. So_ Minneapolis. MN 55420 U. S 
Europe. Le Bonaparte -Office 711. Centre Affaires Pans -Nord, 93153 Le Blanc-Mesnil. France 
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the unit, and you can expect to spend a lot more time 
learning how to apply these possibilities to maximum 
advantage. 

It's probably best to leave the other jacks alone for 
now while you get acquainted with the standard delay 
controls. 

DELAY LINE EVALUATION: As á delay line, 
the PCM -42 certainly holds its own. The noise levels 
are very low, and this low level of noise remains 
constant as the delay is varied from minimum to 
maximum. About the only time the noise will be 
audible at all is with low- frequency signals, which lack 
the highs to mask the small existing amount of noise. 

Feeding the PCM -42 with synthesizer signals 
containing extreme high- frequency content didn't 
bother the unit at all, even with lots of regeneration. 
With less expensive delay lines, high frequencies tend 
to get quite "gritty" after multiple passes through the 
delay line. 

The feedback options are well thought out and 
useful, as are the output mix options. It's easy to find 
the delay time of your choice, and it's great that the 
display doesn't have any settling time. 

The modulation section is quite good, and I 

particularly appreciate the inclusion of the envelope 
follower option. With an instrument like guitar. this 
can be set to give pitch bends at the beginning of each 
note (or any time the volume level undergoes a radical 
change) for a very Duane Eddy type of effect. With an 
electronic keyboard that contains multiple beating 
oscillators, the envelope follower can give chorus 
effects which are more randomized than the effects 
you obtain from standard LEO modulation. (Note that 
following any instrument with a phaser or flanger will 
usually provide similar effects.) 

Having discussed solid -state tape looping techniques 
in our recent reviews of the EDR -16 [July 1982 issue], 
MXR Delay System II [August 1982 issue] and 
DeltaLab Effectron [November 1982 issue], suffice it 
to say that having up to 4.8 seconds of clean -sounding 
loop time available is just what you want for looping. 
One technique I particularly like is simultaneously 
feeding a musical passage into the Delay System II and 
the PCM -42, but with the PCM -42 set for a delay 1.5 
times longer than the delay of the Delay System II. The 
effect is amazing! Also, using two independent loops 
with slightly different loop times gave some highly 
textured effects. This multiple delay line technique 
shows real promise for those of you who are looking for 
new rhythmic and musical frontiers to check out. 

Probably the best way to sum up the performance of 
the PCM -42's delay capabilities is to say that it didn't 
do anything that made me write anything negative on 
my comments sheet. The modulation covered the right 
amount of range, the knobs work logically and 
predictably and the sound quality is equal to, or in 
some cases better than, any other delay reviewed in 
this column. 

PROGRAMMING the CLOCK OUTPUT: The 
clock output represents a distinct departure from 
other delay lines, so we'll devote most of the remainder 
of the column to discussing this novel feature. 

The clock output simply provides timing pulses 
which are some fraction of the delay time. This 
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fraction may be programmed using the delay setting 
controls. 

To program the clock, you need to follow a sort of 
initialization procedure as follows: 

(1) With the delay /clock set -mode switch to delay, 
use the delay push buttons to select the maximum 
available delay time, as indicated by the readout. 

(2) Change the set -mode switch to clock. What you 
are going to do next is program a fraction (such as 
' /64 which divides the delay time by that amount. A 
train of pulses will then appear at the clock output 
jack, whose rate depends upon the fraction you have 
programmed. 

Programming the fraction is simple. The right -hand 
( "up ") button gives you a denominator choice of 1, 2, 4, 
8, 16, 32 or 64. Pushing the button once advances you to 
the next higher number, until after 64, it resets to 1. 

Holding the button down scrolls through these 
numbers continuously. The left -hand ( "down ") button 
gives you a numerator choice of 1, 3, 5, 7 or 9, and works 
in a manner similar to the "up" button. Generally, for 
4/4 music you'll have a numerator of one. A metronome 
LED lights up to the right of the display to give you a 
visual indication of the tempo you've programmed. 

Thus, if the delay time is the same length as one 
measure of music, programming 1/:32 will give you a 
series of 32nd -note pulses at the clock output jack. 
Programming yN will give you 8th notes, and so on. 

(3) The tempo may be varied only by changing the 
manual delay control. If you try to change the delay 
time setting with the delay push buttons instead of the 
manual delay control, the clock will stay at the original 
tempo you programmed and will not change with any 
changes caused by using the delay push buttons. 

APPLYING the CLOCK OUTPUT: Now that the 
clock output has been programmed, what do you do 
with it? Well, in addition to serving as a metronome, 
you can drive sequencers, trigger synthesizers and 
perform other interesting synchronization tricks 
(especially when you capture a sound using the infinite 
repeat switch). For more information on synchroniza- 
tion, see my two -part article "Synthesis and Synchro- 
nization" in the January and February 1983 issues of 
Keyboard magazine. 

The metronome feature is extremely useful when 
you have a long loop (say, a couple of seconds) set to 
repeat, and want to play in time with the loop. Let's 
suppose you've selected a loop time of 2 seconds. By 
programming the metronome to divide the loop time 
by 11/2, you may have a metronome pulse occur every 
second. However, that still is a little too long to give a 
good implied rhythm, so you can try dividing the loop 
time by' /, 1e and soon until you find a metronome pulse 
that's comfortable to play with. Since the loop repeats 
on the beat, an added advantage is that any splicing 
sounds are pretty much masked...after all, the 
chances are excellent that some note or drum beat will 
hit on that downbeat, thus covering over any splicing 
glitch. 

There's more to the clock output than metronome 
effects, though. One excellent use for the clock pulse is 
to drive synthesizer envelope generators for an 
automatic re- triggering effect (that duggga- dugga- 
d ugga -dugga sound heard on "I Feel Love," "Heart of 
Glass" and much of the synthi -pop stuff happening in 
the UK right now). Many synthesizers can simply 
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accept the pulse output of the PCM -42 without 
problems; others require a simple interface. For 
example, the Korg Polysix doesn't want a ground -to- 
positive trigger as provided by the PCM -42, but 
rather, a high- impedance -to- ground (Moog standard) 
transition. I added the simple circuit shown in Figure 2 
to insure compatibility between the two units, and was 
off and flying. I set the PCM -42 for a long delay, turned 
the regeneration up to full, turned on the Polysix 
arpeggiator and hit two bass notes. Thanks to the 
regeneration, they came back to me at the beginning of 
every measure. I then changed to a string voice and 
added a couple of chord "stings" in the background. 
These started repeating as well. Next, I chose a highly 
percussive voice and added a type of melodic /percus- 
sive line above the bass and strings. Since by this time 
the bass signal had lost some level due to having made 
multiple passes through the regeneration loop, I hit the 
bass notes once more for a thicker sound. When this 
"rhythm track" was just the way I wanted it, I stored 
the whole mess by punching the repeat button to get an 
infinite repeat (loop) of the sound. So far so good. Note 
that with the PCM -42, you don't have to be careful 
about when you punch the repeat button, as the loop 
always starts at the beginning of the measure. 

I then adjusted the balance control for less delayed 
(looped) sound, and started playing some melodic lines 
while the "rhythm track" droned on in the background. 
The effect of this kind of music can be quite haunting 
and hypnotic. Incidentally, you may also do things like 
transpose the pitch of the loop using the manual delay 
control, go out of the loop to add more parts, then get 
back into the loop again and use the various foot pedal 
options to make changes while your hands are 
occupied. 

EVALUATING the CLOCK OUTPUT: This is 
where the tough part of writing a review begins, 
because while I think the addition of the clock output is 
a great idea, there are some really severe limitations. 
These are: 

The clock cannot be used in an overdub situation, 
since there is no way to dump timing information to, or 
receive timing information from, something like a 
tape recorded click track. All use of the clock output 
must then be in real time. While this is not a problem 
when doing solo "Frippertronics" type of music, in the 
studio this is quite a limitation. 

Only one clock pulse output is available. So, if you 
want to retrigger your sequencer every %A note and 
your synthesizer every'''/ note, forget it. You'll need to 
set the clock output fraction to something like '/64 or 
'/32, and build an outboard adapter to produce several 
simultaneous divided outputs. 

You cannot change the clock pulse to a different 
fraction while you're playing without losing sync with 
the loop. This means that if you set up a backing track 
where a synthesizer is triggered every 1/4 note, store 
that sound in the loop using the repeat button, and then 
want to change the clock pulse fraction to %A for the line 
which you want to play over the loop, you can't do this 
"on the fly." 

You have to do some math with delay times shorter 
than 800 ms. Remember, you must use the push 
buttons to set the PCM -42 to maximum delay when 
using the clock pulse output. You may still vary the 

delay with the manual control from 800 ms. to 2.4 
seconds; however, what if you want echoes shorter than 
800 ms. which are still synchronized to the metronome? 
In this case, you initialize the clock as described above 
for the tempo you want. You then switch the set -mode 
switch to delay and check the delay time. Suppose this 
delay time is 1200 ms. and you want an echo effect 
which is four times as fast. You do a little calculation 
(1200 divided by 4) and set the delay for precisely 300 
ms. The clock will keep going at its previous rate. 
While this isn't too hard to deal with, the EDR -16 had 
much more "user- friendly" ways to program and 
synchronize delay and loop times. 

The clock pulse is quite wide. Thus, when used as a 
metronome, you often hear an afterbeat a tiny fraction 
of a second later than the main beat. An outboard 
differentiator circuit could solve this problem. 

The clock will not interface easily with com- 
mercially available devices which adhere to a 96, 48 or 
24 pulses /quarter note standard. This includes the 
Linn and Oberheim drum machines, as well as the 
Roland TR -606 and TB -303. I checked with Lexicon 
about this, and they indicated that they might devise 
an accessory box in the future to provide compatibility 
with these devices. If you plan to use the PCM -42 with a 
device which follows one of the standards mentioned 
above, consult with the factory first as to feasibility. 

Admittedly, I'm spoiled when it comes to synchroni- 
zation, since I have a home -built system where all 
timed functions may be driven by a tape recorded or 
"live" sync track. Therefore, it was kind of frustrating 
that I could only use the PCM -42 in real time. 
Nonetheless, there is no other way that I know of to 
synchronize tempo and loops together, so in that 
respect, the PCM -42 solves a very definite problem. If 
you are into Frippertronic -type sounds, the PCM -42 
represents a real advance in terms of convenience and 
ease of use with other devices. 

OVERALL EVALUATION: Most people will buy 
the PCM -42 for the quality of the delay line sound, the 
large number of features and the medium -range price. 
If you fall into that category, then you can simply look 
upon the clock output as an interesting, and 
occasionally very useful, "freebie." If you're heavily 
into synchronized sounds in the studio, though, you'll 
find the PCM -42's clock output somewhat frustrating 
in practice. With any track using the PCM -42, the part 
using the PCM -42 must be laid down first, and 
subsequent looped overdubs cannot be easily synced to 
the unit. The only way I've figured out to get around 
this problem, albeit partially, is to record a high -speed 
metronome output from the PC M-42 onto an additional 
tape track, and then use external circuitry to let that 
track trigger other units when they're being 
overdubbed. Note, though, that the PCM -42 is out of 
the picture for looped overdubs since it has no clock 
input to let it synchronize to this timing information. 

Overall, the PCM -42 is an excellent delay, and the 
clock output represents a serious attempt to do 
something new, useful and musically valid with a 
delay line. For all of the above, Lexicon deserves 
commendation. And if the clock output isn't everything 
you would ever want it to be... well, just wait until next 
year. Because the concept is so musically valid, I'm 
sure this isn't the last time we'll hear of a delay line 
with synchrosonic capabilities. _A 
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By Len Feldman 

International Tape Standardization 

One of the "perks" of writing about audio in this and 
other publications is that occasionally I am invited to 
visit manufacturing facilities. While some of my 
colleagues tell me that they have become somewhat 
jaded by these trips ( "seen one assembly line you've 
seen them all! "), I find that there's usually something 
new to learn during each trip. 

I feel particularly fortunate when I am asked to 
travel overseas, either to the Orient or to Europe, to 
learn what companies beyond our shores are doing. 
Such a trip was recently sponsored by the giant BASF 
Group of West Germany, a huge chemical concern that 
now is ranked among the largest in the world. Located 
in Ludwigshafen, a town adjacent to Mannheim and 
not very far from the French border, BASF (including 
111 separate companies around the world) employs a 
total of more than 116,000 people. The company's 
largest complex in Ludwigshafen consists of no less 
than 300 different plants covering more than 61/2 

square kilometers (about 1550 acres). At this facility 
alone, some 6000 different products are manufactured. 

One of these product categories is blank magnetic 
recording tape, which is, of course, why I and several 
other audio types were invited over to look at the 
processes involved and to discuss the nature and 
standardization of blank tape. 

Tape and Tape Deck Interrelationships 
In working with tape recorders, many of us tend to 

forget the important interrelationship that exists 
between the tape deck itself and the tape used with it. 
Manufacturers of tape recorders, and particularly 
cassette tape decks, invariably use a specific tape with 
which to calibrate their machines during final testing. 
Unfortunately, they are reluctant to tell us the specific 
tape that they used for this purpose. Instead, we find 
long lists of acceptable tape in the owners' manuals 
that come with the decks we use. The situation isn't 
quite as bad in the case of reel -to -reel machines, since 
there is usually a good deal of headroom available on 
such decks. Furthermore, at the operating speeds at 
which reel -to -reel machines work, frequency response 
is usually not much of a problem; not even at the high 
end of the audio spectrum. 
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As anyone who has used a cassette deck -even a 
high -quality one -knows only too well, such is not the 
case when recording on compact cassettes at 1? /8 ips. 
Here, every available dB of headroom is important. 
Loss of high- frequency recording linearity because of 
misadjusted bias and loss of output because of 
variations in tape sensitivity can make quite an 
audible difference when comparing one recording 
with another during playback. 

The Role of IEC In Tape Standardization 
One of the most important things we learned during 

our visit to BASF concerned the important role that 
the IEC (International Electrotechnical Commission), 
through its technical committee TC -60, played in the 
whole question of tape standardization. Although I am 
familiar with the standardization work on audio 
hardware done by the IEC (I myself am a member of 
the U.S. National Committee involved in Audio 
Engineering Sub -Committee SC -29B, Audio Engi- 
neering), much of what had been going on in Technical 
Committee TC -60 (Recording) was unfamiliar to me. It 
took a trip to Germany for me to get the word on the 
most recent Standards activities in this field, and what 
I learned was that at last, the IEC had come up with a 
full set of blank reference tapes for compact cassettes. 
Blank reference tapes are nothing more than 
unrecorded tapes with specific known magnetic and 
electroacoustic properties. In the future, manufac- 
turers of machines can be assured that if they set their 
recorders to these tapes, then tapes recorded on their 
machines will work properly, or within reasonable 
tolerances, worldwide. 

From a marketing point of view, this new 
standardization approach frees the manufacturers 
from having to worry about whether or not he is 

offending one or more tape manufacturers by not 
listing them in his instruction manual. The manu- 
facturer can now get around that little problem by 
simply stating that his machine has been adjusted to 
work with tolerance for the various IEC standardized 
tapes, without mentioning specific brands. 

Generic Cassette Tape Types 
In the world of compact cassettes there are now four 

generic types or formulations recognized by the IEC. 
These are specified by the letters IEC followed by 
Roman numerals I, II, III and IV. 

IEC I tape is an iron -oxide formulation, which many 
recordists refer to as a "normal bias" tape. The 
reference tape chosen for this type of tape is known as 
tape batch R 723 DG, and its country of origin is West 
Germany. The manufacturer, as you may have already 
guessed, is BASF, and the decision to make this the 
"standard" reference tape was taken by an IEC 
conference in Palo Alto, California, in October of 1979. 

IEC II tape, sometimes referred to as "high- bias" 
tape, corresponds to chromium dioxide tape. The 
blank reference tape chosen as a standard in this case 
comes from batch number S -4592A and again, the 
country of origin is West Germany and the manu- 
facturer is BASF, based upon a decision taken by 
another IEC conference in Prague, Czechoslovakia, in 
March 1981. Of course, there are other high -bias tapes 
(such as cobalt -doped ferric oxide tapes) which behave 

very much like chromium dioxide tapes insofar as 
their bias and equalization requirements are 
concerned. And so long as a manufacturer producing 
these tapes keeps its characteristics within the 
specified tolerances set forth in IEC documents for 
Type II tape, that manufacturer has a right to call the 
tape Type II, even though it contains no chromium 
dioxide particles. 

IEC III tape is so- called twin -layered ferrochrome 
tape. With the advent of improved high -bias tapes such 
as chromium dioxide and cobalt -ferric varieties, 
ferrochrome tape is not nearly as popular as it once 
was and, in fact, many tape deck manufacturers no 

longer offer bias and equalization settings for that type 
of tape. Nevertheless, since a few manufacturers 
continue to offer this tape in their lines, the IEC 
decided upon a blank reference tape for this type of 
tape as well. It is taken from batch #CS 301, 
manufactured in Japan. (Did you think this was going 
to be a clean sweep for BASF ?) The manufacturer is 

Sony Corporation, based upon a decision taken at that 
IEC conference which took place in Palo Alto, in 1979. 

Finally, there is IEC Type IV tape which is, of 
course, metal particle tape. The blank reference tape 
chosen for metal tape is from batch number E 912 HB. 
Again, the country of origin is Japan, but the 
manufacturer this time is TDK, based upon a decision 
taken by the IEC conference which took place in 
London, in December 1981. 

Batches Big Enough To Last 
You may be wondering (as I did) about the 

significance of all these batch numbers which I have 
cited. The fact is that it is just about impossible to make 
one batch of magnetic recording tape that corresponds 
in every one of its electrical and magnetic properties 
with an earlier -made batch of tape. Accordingly, when 
a tape manufacturing company is appointed as the 
official source of an IEC reference tape, that company 
must have produced a very large amount of the single 
batch specified. We were assured by BASF, at least, 
that the batches which they produced for IEC I and 
IEC II standards were large enough so that the world 
(or at least interested tape deck and tape manufac- 
turers as well as testing labs such as my own) would not 
run out of these standard tapes within the foreseeable 
future. 

As a matter of act, each of us visiting the BASF 
facilities was given an attractively packaged sample of 
"official" IEC I and IEC II tape samples, which I've 
now locked away with several other reference 
materials that I use during the course of testing 
products for this and other publications. 

So now, next time I test a cassette deck or a new type 
of tape for MR &M, I won't have to resort to telling you 
that it works well with a certain brand of tape that the 
manufacturer sends along for test purposes, or that a 
tape under test works well with a given tape deck. 
Instead, I'll be able to specify that a given deck works 
properly with IEC standard tapes and, in the case of an 
unknown tape, that it comes close (or not so close) to the 
parameters of standard tapes recognized by the 
technical recording community around the world. It'll 
be nice to be able to compare apples with apples for a 
change, instead of apples and oranges...or lemons! 
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Recording With 

Dave Edmunds follows a personal vision of rock and roll 
with an almost religious zeal. Whether acting the pop 
star, producer, engineer, recluse or fan, the 39- year -old 
Welshman has, through his music, assumed the re- 
sponsibility of standard- bearer for traditional rock 
and roll -the man who will safely bring 1955 into the 
1980s and beyond. 

Edmunds is a man of many notes but not that many 
words, possessing a natural, polite reserve that borders, 
at times, on circumspection. He can be charmingly self - 
effacing, but underneath he seems stubbornly deter- 
mined to do things his way, and he's probably right. He 
has called himself lazy, yet he meticulously taught him- 
self how to use a studio by spending countless hours 
experimenting there; he doesn't rehearse, yet always 

Karen Schlosberg 

manages to find just the right notes. He has worried 
about not having a direction; he's felt guilty about 
putting out albums full of diverse styles; he's doubtful 
when told that he does have an inimitable sound that 
gives all his music a reference point; and he still worries 
about not being able to make a living playing music. 

Modern Recording & Music first spoke to Edmunds 
while he was in New York on a brief promotional tour 
for both the Concerts for the People of Kampuchea and 
the then -forthcoming Twangin... LPS. The second 
meeting took place before the release of DE7th, in the 
London house where Edmunds, his wife, their baby son 
and an enterprising Yorkie were living at the time. 

We next caught up with Edmunds on the road while 
he was touring the States in support of DE7th. Amid 
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critical plaudits and packed houses Edmunds remained 
matter -of -fact, even faintly amused, as if he were still 
wondering who his fans are and why he's got them. 

"I don't count myself among others who've had hit 
records, the so- called 'stars,' which I think is a good 
attitude to have. I feel all the time like I'm a fan who just 
happened to experience the other side of the fence as 

well." 

Edmunds has had sporadic bouts of fame during the 
15 -odd years of his professional career, the first coming 
it 1968. After spending about nine years playing every- 
thing from skiffle to Stax in several bands based im his 
hometown of Cardiff, Edmunds and two friends formed 

a psychedelic /blues band called Love Sculpture. Their 
fairly bizarre rock version of Khachaturian's "Sabre 
Dance," which featured Edmunds' searng, speedy and 
flashy fretwork, hit the U.K. Top Five. Edmunds's next 
round was in the fall of 1970, when, as his first solo 

single, he released a cover of Smiley Lewis's "I Hear You 

Knocking," which not only went to the top of the charts 
in the U.K., but also hit number 4 in the States. 

Edmunds and bassist John Williams formed the 
nucleus of Love Sculpture, along with drummer Bob 
"Congo" Jones. Before Jones joined therm, the trio with 
drummer Tommy Riley, was called the Human Beans, 

and as such released a single in 1967, "Morning Dew" 
(b /w "It's A Wonder"). 
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"I remember going to see the film The Girl Can't Help It when I was 
13 or 14... Little Richard came on and sang `The Girl Can't Help It,' and 

that's the first time I ever had shivers up the back of my spine, 
and my hair sort of standing on end. I just couldn't believe it, 

that sound. I'll never forget that." 

Dave Edmunds: I don't know 
where the name Human Beans came 
from. We recorded at Kingsley 
Ward's studio in Rockfield [South 
Wales], and he had some kind of deal 
with EMI, which wasn't a particu- 
larly good one, as I recall. He just took 
that record up to them and someone 
at EMI put that name to it. I didn't 
care -I just had a record out. That 
was amazing! 

Modern Recording & Music: 
After that, Riley left and you became 
Love Sculpture. 

DE: That's right, Tommy left and 
we got "Congo" in. We were called the 
Image before that. But the name 
Love Sculpture, that's the weirdest 
name. Tommy thought it up, though 
he left before we recorded the first 
album [Blues Helping]. 

We had a vision of making Rock - 
field into something like Stax, so it 
would be a studio with a musical 
identity of its own. That was the idea. 
It was great fun in those days, 
recording at Rockfield, because it 
was just two mono machines up in 

this potato loft, decked out as a studio. 
If you wanted some weird sound 
effects or anything, you had to use 
your imagination. whereas these 
days, with the gadgets you've got in 
the studio, you've got it all there. 

MR &M: Do you remember any of 
the effects? 

DE: Sure, singing through a metal 
funnel or something to try and get 
some weird vocal sound on "Morning 
Dew." And I'll never forget when we 
tried to make our first stereo record. 
We'd do it somewhere with two 
microphones and bring one up and 
then the other to get some of the pan 
across. I mean, it's so simple now, you 
just turn a pan knob and it works, but 
there was nothing built like that 
then -or if it was, we didn't have it in 
the studio, so we just used to impro- 
vise. It's really hysterical, when I look 
back now. Great fun, though, it really 
was. 

There were some clever effects on 
"River To Another Day" [Love Sculp- 
ture's first single]. The backwards 
guitar solo actually made sense, it 

wasn't just mumbo -jumbo. When you 
reverse the tape to do a backwards 
solo, you don't know where you are. It 
starts from the end, and goes back to 
the beginning. And we really worked 
on it, so that when it was reversed 
back the other way it wouldn't be just 
hit and miss, like it was with the 
Beatles. And it worked, it was great. 
There was a very complicated end, 
too, a fade which was so over the top 
that the record company faded it 
before it got there. 

MR &M: Was it a definite attempt 
to make a Beatles -type record? 

DE: Yes, absolutely. 
MR &M: Love Sculpture used to 

play several Beatles songs. Were any 
of them recorded? 

DE: No, and I wish we had, 
actually, 'cause we used to do some 
quite adventurous stuff, things like "I 
Am The Walrus" and "A Day in the 
Life" with a three -piece band. It used 
to work; on a good night, it was great. 

MR &M: Where did "Sabre Dance" 
come from? 

DE: That's something we recorded 
right off the cuff. It was my idea. We 
used to support the Nice whenever 
they came down to Wales, and I loved 
them. Keith Emerson used to do that 
"Rondo" and things like that, and I 

just wanted to find a "Rondo," really. 
I don't know why I chose "Sabre 
Dance." It is the most unlikely hit 
record. The first question in the 
interviews I did was whether it was 
speeded up. It wasn't. I'd never heard 
of vari -speed then. We used to do it 
faster, as we got more used to playing 
it, faster and longer every night. 

MR &M: After the success of 
"Sabre Dance," did you feel your 
career was set? 

DE: It was like it was happening 
to someone else. I just knew it was all 
so temporary; I could not take it 
seriously at all. 

MR &M: So you expected to be 
back in a day job at any time? 

DE: Yeah...I still do, actually. 
MR &M: Come on. 
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bandwidth, high performance line of digital delay pro- 
cessors. A real technological breakthrough unmatched 
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At last -you can afford high quality, natural sounding 
digital delay. 
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DE: I've still got a secret fear 
lurking behind that I'm suddenly 
going to find myself without any- 
thing. Loads of tax to pay and no 
money coming in. It's like a recurring 
nightmare. [Laughs] 

MR &M: You must have seen some 
money after "Sabre Dance." 

DE: No, it just kept us in wages. 
We had 40 pounds a week each, that 
was all, which kept us going for 
something like a year, then all the 
money was gone. But, see, the money 
we made from "Sabre Dance" went to 
pay for Blues Helping, which didn't 
sell that much. We didn't know that 
at the time. You find those things out 
afterwards. It seems so great, you've 
got this hit record... 

MR &M: White blues bands were 
in vogue at the time, and Parlophone 
[the band's label, part of EMI] 
wanted to groom Love Sculpture in 
that mold, hence the LP Blues 
Helping. But that wasn't at all 
representative of the band's "live" 
sound, was it? 

DE: Not at all. There was never 
much identity to the band, anyway. 
We just wanted to make an album - 
didn't matter what sort of album. If 
they wanted us to make a blues 
album, right! Blues album coming 
up. And that was it. I listened to a few 
blues records; I didn't even know 
what "blues" was. It has no overdubs 
to speak of, it's just the band playing. 
It was recorded in something like 12 
hours. 

MR &M: What about the second 
album, Forms and Feelings? 

DE: That second one was very 
weird. That's a good example, actu- 
ally, of the fact that the band didn't 
know what to do. I mean, just doing 
rock and roll was rery unfashionable, 
couldn't have done that. I suppose, if 
it had been left up to me, that's what I 
would've done. 

MR &M: Love Sculpture broke up 
soon after that. The next record you 
released was "I Hear You Knocking." 
Where did that come from? 

DE: I'd known the original when it 
was first released and then forgotten 
about it. United Artists re- released it 
as a single in about 1969 or 70, and it 
didn't do anything at all. It fitted into 
this format I had in mind for a 
Wilbert Harrison song, "Let's Work 
Together." I was going to do that but 
Canned Heat did it first, which really 
pissed me off. Then I was driving 
along in the car and heard the Smiley 
Lewis thing come on, and I thought, 
hang on, structurally that's exactly 
the same. So I used that instead. 
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EMI turned the song down. So then 
I played it to Gordon [Mills, head of 
Love Sculpture's agency] and he said, 
"Right, I'm starting a label, MAM, 
and we'll put it out as MAM 1." It 
didn't have anything going for it. 
There was one quarter -page ad in 
Billboard and Cashbox for one week, 
and the same in the English trades. 
And that was it. It just took off - 
everyone liked it and played it and 
bought it. 

Edmunds didn't directlyfollou'- 
up the success of "I Hear You Knock- 
ing" with an album or a tour; his.uirst 
solo album, Rockpile, didn't appear 
until a little over a year later, though 
he spent most of that time inside 
Charles and Kingsley Ward's Rock - 
field Studios. As a matter of fact, 
that's how he spent most of the years 
between 1969 and 1976: in the studio, 
much of the time alone. 

After the break -up of Lore Sculpture, 
Edmunds "retired" to the Ward's 
studio and learned to use every inch of 
it. Since then he has produced and 
mixed all of his ou'n work (as well as 
engineering his earlier LPs) and that 
of many others, including Foghat, 
Man, the Flamin' Groories, Brinsley 
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Schwarz, Ducks Deluxe, Shakin' 
Stevens and, more recently, the Stray 
Cats and the Polecats (not to mention 
the odd bit here and there, like 
producing one track on Squeeze's East 
Side Story, and engineering and 
playing guitar on Nick Lowe's song, 
"Without Love," which Lowe produced 
for his step-father-in-law, Johnny 
Cash). 

1973 sau' Edmunds releasing two 
singles, both of which went into the 
U.K Top Ten, both remakes of older 
songs -the Ronettes' "Baby I Lore 
You" and the Chordette's "Born to Be 
with You" -both produced with an 
epic, multi- layered Phil Spector - 
Wall -of -Sound approach, and both 
recorded all by himself. 

That fascination with the Spector 
Sound culminated in 197,5's Subtle as 
a Flying Mallet, a hybrid album that 
included not only a handful of Ed- 
mund's Spectoresque visions, but 
a couple of Chuck Berry songs, an 
Ererl y Brothers tune and one by Mel 
Tiflis ria John Fogerty. One song was 
written by someone who was to play an 
important part in Edmunds's career 
for the nest six years: Nick Lowe, 
whom Edmunds met while producing 
Brinsley Schwarz' seventh, and last, 
album, New Favourites. Lowe and the 
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Brinslies also played on Subtle, and 
the two Berry tracks are "lire" 
performances recorded during a '74 

four Edmunds did with the Brinslies 
playing as openers and asEdnnnds.c 
hacking band. 

Three of Subtle's tracks were taken 
from the 1974 film Stardust, of which 
Edmunds avrs the musical director 
and in which he had a small part. 
plating a member of the (fictitious) 
Stray Cats (another "member" was 
Keith Moon). Edmunds. singing and 
playing as one of the Stray Cats. 
contributed six songs to the sound- 
track. and he u'as billed with "The 
Electricians" (Brinsley Schwa rz)for 
a corer of "Da Doo Ron Ron" (though 
on the soundtrack it a woman's cocal 
and for inclusion on Subtle Edmnnds 
(bibbed in his own). 

MR &M: Though you released two 
singles in 1971, "I'm Comin' Home" 
and "Blue Monday," you didn't put 
out an album until the beginning of 
1972. What happened? Did the 
success of "I Hear You Knocking" 
catch you off -guard? 

DE: Oh, yes. Totally. I suppose if I 
had been really on the case I could've 
had a big album then. It was a matter 
of being lazy and complacent, and not 
quite knowing which way to go, 
anyway. But there you go. 

MR &M: Did you start living out 
the typical pop -star fantasies? 

DE: Not really. I bought a brand - 
new Jaguar from the garage I used to 
work in as a fitter. That was good - 
just went in, wrote out a check -but I 
really didn't start living out pop -star 
fantasies, no. I just bought a nice 
house by the studio, got married and 
settled down. Then I gotdivorced and 
started all over again. 

MR &M: Did you find a direction 
with the album Rockpile? 

DE: No, but it's not a bad album, 
though. 

MR &M: For curiosity's sake, 
there's a little unfinished bit right 
before the song "It Ain't Easy" - 
what is that? 

DE: Yeah, that was a track I'd 
done of Andy Fairweather- Low's, 
which I then decided not to use. It was 
on the 8 -track tape, the master reel; it 
was the previous take. When I was 
doing the mix of "It Ain't Easy," I 

spooled back too far with "It Ain't 
Easy's" settings, the echoes and all 
that. So I just faded it by a bit, back 
down and slung it in there, for 
absolutely no reason whatsoever. 

MR &M: Before we go any further. 
I'd like to know what first got you into 
rock and roll? 
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DE: I can quite honestly say that 
up until then nothing made any 
sense. I'd just been told to wash 
behind my ears, or eat all my 
vegetables, or been pushed off to 
school -God. I hated school. I just 
hated every minute of it. It's like a big 
black cloud over my childhood. 
Horrendous! Nothing was making 
any sense until I heard my first rock 
and roll record, and it all just fit into 
place then. 

MR &M: Which record was that? 
DE: "Whole Lotta Shakin' Goin' 

On" by Jerry Lee Lewis. It was like, 
what is this sound! Fantastic! I was 
just captured, straightaway, and it 
stuck with me. I remember going to 
see the film "The Girl Can't Help It" 
when I was 13 or 14. It started off 
with some guy talking, and then 
Little Richard came in and sang "The 
Girl Can't Help It." and that's the 

first time I ever had shivers up the 
back of my spine, and my hair sort of 
standing on end. I just couldn't 
believe it, that sound. I'll never forget 
that. 

MR &M: Is that about the time you 
picked up the guitar? 

DE: Yes. there was one lying 
around the house. My older brother, 
who used to buy records, had a skiffle 
group. So the guitar was just there, 
you know, available, to pick up and 
learn a few chords. 

MR &M: How would you define 
skiffle? 

DE: I was just thinking about 
that. I suppose it was like British folk 
music. [People like] Johnny Donovan 
and Lonnie Donegan. There was 
some good stuff, actually. It was just 
before rock and roll took over. 

MR &M: When did you leave 
school? 

DE: I left school just before my 
15th birthday. I had a succession of 
jobs and got fired from most of them 
for not being able to pay attention. I 

was just thinking about rock and roll 
songs all the time. having them 
running through my head and work- 
ing out the chords. I thought I'd 
better get a job...I can't go on 
through life like this, listening to 
rock and roll records. So I went to a 
government training center and 
became a mechanic, to make some 
use of my life. And I was a good 
mechanic. actually. I really enjoyed 
it. working in the garage, on the cars. 
Perhaps I could fall back on that. 

MR &M: did you ever have any 
vocal training at all? 

DE: None. 
MR &M: It's often said that the 

Welsh sing like birds. 
DE: [Laughs] I don't know about 

that. although they have lots of choirs 
in Wales...I really love singing, 
actually. More than playing an 
instrument. 

MR &M: How many instruments 
do you play? 

DE: Roughly. How many instru- 
ments do you play roughly. Well. 
roughly I play...guitar is the main 
one, but I manage to get by doing a 
few things on my records with piano. 
and bass, if I have to, and I can get by 
on drums. That's how I used to make 
my records. 

MR &M: By yourself. 
DE: Yes. It's quite rewarding, 

actually. if it works out right, and you 
hear it back and it sounds like a band. 

MR &M: Which brings us back to 
Subtle as a Flying Mallet. which, as 
anyone can tell from the picture on 
the back [Edmunds is sitting on the 
floor of a room filled with instru- 
ments and microphones, and strung 
with tape reels and tape like tinsel], 
was recorded primarily by yourself. 

DE: It served a purpose, inasmuch 
as it taught me how to make records, 
but it did get a bit lonely. I wouldn't 
like to go back to doing that again. 

MR &M: And the Phil Spector 
sound? 

DE: That was a great challenge. 
you know. I had to do it by myself, 
that was the thing. I mean, you can 
get hundreds of people in and do it in 
one take. or you can get one person 
and do it in hundreds and hundreds 
of takes. And that's the way I did it 
[the latter method]. 

MR &M: Did you ever get bored, 
or lose track of where you were? 

DE: No, no. You've got to be 
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careful, though, because you can end 
up in a hell of a mess. You still have to 
use some discipline... disciplined 
chaos. 

MR &M: Was Subtle... yet another 
case of not having a direction for an 
album? 

DE: I think that is my direction 
now. I've decided that I've finally got 
my direction, and it's just to do 
whatever the hell that you want to do. 
And it doesn't have to sound like 
anything you've done previously - 
not in my case, I don't think. 

MR &M: But there'll always be 
something linking your work to- 
gether. 

DE: Maybe...I've given up now, 
trying to find a direction. I just do 
whatever I want to, and somehow it 
seems to work. I used to feel really 
guilty about having all different 
types of stuff on one album. 

MR &M: What were you so worried 
about being different from -obvi- 
ously you were comparing yourself to 
something. 

DE: That's right. I was comparing 
myself to people who get in a particu- 
lar niche, they get something which 
is their own -like the Police are 
doing now. They've gone into some- 
thing that is all theirs, and you know 
just exactly who it is. That's what I've 
always been envious of...And it 
won't last, you know, it rarely lasts. 

MR &M: But you, who worry, 
have. 

DE: Yeah, that's why I don't feel 
guilty anymore. I've resolved it 
within myself. So I just do whatever 
the hell I want. 

Meanwhile, hack at Rockfield, 
Edmunds was putting down some 
tracks and tic itiiujfor Kingsley Word 
to renegotiate a distribution deal with 
RCA ( "Which took him forever to do," 
said Edmunds. "In fact, he only just 
done it, ), but since "nothing seemed to 
he happening," he looked around for 
another label, and found one in the 
person of Robert Plant, who signed 
Edmunds to Led Zeppelin's label, 
Swan Song, 

Edmunds released four albums for 
Swan Song between 1977 and 1981 
(not including last Christmas's Best 
Of collection): Get It, Tracks on Wax 
4, Repeat When Necessary and 
Twangin...(the LPs after Get It were 
recorded at London's Eden Studios). 
Nick Lowe :s musical and songu'riting 
contributions and collaborations with 
Edmunds on Subtle and even more on 
Get It turned, rather casually, into a 

more solid partnership as co- leaders 
of the late, great group Rock pile (along 
with guitarist Billy Bremner and 
drummer Terry Williams). Rockpile 
alternately featured Edmunds or 
Lour, depending on whose album was 
being recorded and which album was 
being supported on tour. 

Working with Lowe, and Rockpile, 
gave Edmunds a direction, fresh 
material, and a much- needed impetus 
to get out into the world rather than 
stay alone at Rockfield. Lowe injected 
a refreshingly off -beat sense of pop 
humor into Edmunds's straightfor- 
ward rock and roll, while Edmunds's 
musical and technical expertise not 
only helped clean up the rough edges in 
Lowe's songu'riting and studio skills, 
but provided a solid traditional base 
for Lowe's often untraditional pop 
whimsicalities. Their professional 
relationship was almost symbiotic: at 
their best, they drew the best out of each 
other, and their strengths comple- 
mented each other's strengths as well 
as covered each other's flaws. Their 
"lire" work, though sometimes sloppy, 
was always good -natured, enthusi- 
astic and powerful. At their most 
joyously raucous they were in the 
definition of a true rock and roll band. 

After playing together as a band for 
some four years, unofficially (Ed- 
munds was signed to Swan Song, 
Lowe to Columbia), Rockpile finally 
released one Rockpile album in the fall 
of 1980, the disappointing Seconds of 
Pleasure, an album whose title seems 
ironically to reflect on the group's 
official life-span. Then three months 
and one tour later, they broke up. 
Confused? Well, so were they, ap- 
parently, as official statements con- 
cerning the splits cause ranged from 
lack of musical direction to a dispute 
between Edmunds and Jake Riviera, 
the legendarily mercurial manager of 
Ellis Costello, Nick Lour and, atone 
point, three fourths of Rockpile ( "he 
never managed me," Edmunds said). 
[See also the profile of Lowe in 
MR &M July 1982.] 

"Basically, I think it was that I fell 
out with Jake on a -feat' points, but it 
was nothing that couldn't be resolved. 
It could've been sorted out," Edmunds 
had said a few months after the break- 
up. "But I just didn't feel we were 
moving in the right direction in the 
songs. I didn't feel quite at ease atith 
some of the stuff Though the album 
sold well and I like it, it seemed to have 
a bit of an identity problem. In every 
interview we did after Rock-pile was 
formed we'd been asked, how do you 
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lb Ink a Rockpile album ?could sound 
once you get allowed to do it, con- 
tractually? And I always thought it 
?.could just take care of itself, and we'd 
find some sort of style. But we didn't, 
really. It was like half a Nick album 
and half a Dacealhumsho red together. 
It didn't really happen as we had 
hoped. I didn't like some of the 
material we were doing; some of that 
pop stuff I didn't like at all. 

"The idea yeas, we wanted to be a 
band that you could recognize by its 
style of music. You could switch on the 
radio -'Oh, that's Rockpile.' But it 
seemed to work better before, actually. 
At least we knew what we were doing. 
We were doing either a Nick Lowe 
album or a Dare Edmunds album. 
Once that went, and it was just 
Rockpile, we seemed to lose direction 
very rapidly. It's not that we were 
arguing about his thinking we should 
go one way and mythinkingWeshould 
go another. We just didn't know. No 
one actually knew where it was ready 
to go. I think that's what it's all about. 
All the shit about business and Jake, 
as I say, could've been resolved." 

While Edmunds didn't seem 
particularly reluctant to talk about 
his early career and his activities at 
present, questions about the Swan 
Song albums were met with a certain 
reticence. Whether that reticence 
concerned all talk about Lowe /Rock- 
pile or whether it was just that 
Edmunds knew that most talk about 
Rockpile would almost irrer'itablylead 
to Riviera wasn't clear. It was clear 
that Riviera was still a sore shot. For 
example, it seems that, in Ed nonds:s 
opinion, most of the major flau:son the 
Swan Song albums (with the excep- 
tion of Get It), were due to Riviera's 
interference, from the covers of Tracks 
on Wax and Seconds of Pleasure to 
bothersome song choices on Tracks, 
Repeat When Necessary and Twang - 
in.... 

"Tracks on Wax was done very 
quickly. I can't remember much about 
it. It's the cover I don't like; it's put me 

off. I tend to forget that album because 
of it's corer. It was Jake's idea. He 
picked the photographer, he picked the 
photo... They were bulldozing tactics. 
He just said, 'All right! That's it! If you 
haven't got any better ideas, you'll just 
go with that one.' If I'd'ee got a better 
idea, I probably would've insisted on 
it being used. But I didn't." 

Another corer that has Edmunds 
practically shuddering is Seconds of 
Pleasure's, which was, again "Jake's 
idea. I thought it was the most hideous 
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album corer I'd ever seen. It was done 
in such cf rush, the recording and the 
printing, n'e didn't have any say in it 
at all." 

Twangin... was recorded well before 
Seconds, but was held up to avoid a 
sin, iuta 11(0115 release with the Rockpile 
LP. In retrospect, Edmunds salts of 
Twangin..., There're a feu, throw- 
(' way tracks on it, which I never 
mould hate recorded under normal 
eircwn Sig flees, hut Jake was sort of -, 
'Come on, you're got to do it, put 
anything on it, release it, we want to 

get on with the Rockpile stuff.' He 
didn't gire(Islrit about any of that solo 
stuff. That's why the coley W08 so 

horrendous On Tracks on Wax; he 
didn't really care. There were songs 
we used to do in sarndehecks, just 
messing about, like "Three Time 
Loser," and he'd flO, 'Come on, do that, 
put that one on.' Normally I never 
would hare chosen that. 

"Time has just flown since Rockpile 
broke up. It was undoubedly for the 
better -you 'VC no idea hoar happy I 
rum, not just to be out of the baud, Int 
out of the whole thing." 

Although the break -up was dis- 
appointingat the tune. it's hard not to 
agree with Edmunds's judgment that 
it was all for the best, especially/ after 
hearing his first post -Rockpile effort, 
DE7th, and seeing the subsequent tour 
in which Edmunds seemed rejuve- 
nated. Backed hl/ an excellent bumd of 
old mates, mostly Welsh (Mickey Gee 
on guitar; Gera int Watkins ("Obvi- 
ously Welsh, with a name like that ")on 
keyboa rds a ml accord ion; John Da ci d 
on bass; and honorary 1Velslunan 
Dace Charles ( "He lives in Wales, so 

that's something "; Charles engineered 
on Get It) on drums, Edmunds ripped 
tluough such neu material asNRBQs 
"Me and the Boys." Chuck Berry's 
"Dear Dad" and, of course, Bruce 
Spring.steens `From Small Things 
(Big Things One Day Coyne)" with 
supercharged energy and skill. The 
hand also breathed new life into old 
standards like "Crawling From the 
hl'reckage." "Girls Talk," "I Knew the 
Bride," "Let's Talk About Us, ""Don'n 
Down Doren" and "1 Hear You 
Kmorkiny." 

MR &M: The Springsteen song - 
he did give it to you backstage after 
his show at Wembley [arena in North 
London], didn't he? 

DE: Yeah, he sang it to me. 
MR &M: Did he write it with you 

in mind or did he think you'd be good 
for it afterwards? 

DE: I think he thought of me after. 
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MR &M: Does your finished ver- 
sion sound much like the demo 
Springsteen eventually sent you? 

DE: It was basically the same, 
except for the end bit, the key change 
and the horns. There are no horns on 
his version. 

MR &M: Is working with horns 
something you've wanted to do for 
awhile? 

DE: Yes, and I think if I'd've 
suggested it in Rockpile I would've 
got shouted down for it. I don't know, 
I never tried it, but I'm sure it 
wouldn't have come off. It's great 
having that freedom to get hold of 
things like a horn section, a good 
banjo player and Albert Lee to do a 
few things. 

[The first time Edmunds recruited 
guitarist Albert Lee was for a guitar 
solo in "Sweet Little Lisa" on Repeat 
When Necessary. On DE7th Lee 
plans guitar on "Paula Meet Jeanne" 
and "Warmed Oyer Kisses (Left Over 
Lore). "I 

MR &M: You do "Warmed Over 
Kisses" as a bluegrass tune, which, I 
understand, differs tremendously 
from the original. 

DE: "Warmed Over Kisses" was a 
hit. I think, in the early 60s for Brian 
Hyland. His version was slow, in 3/, 

time. I always liked the song, and for 
some reason I remembered all the 
words, 'cause I didn't have a copy of 
it. I just fancied doing a bluegrass 
thing, and I thought "Warmed Over 
Kisses" would be really good. And it's 
great, with banjo picking and Albert 
Lee wailing away. 

MR &M: Bluegrass isn't the only 
differerent style on DE7th: "One 
More Night" is a ballad, quite 
different in style and in production 
(just piano and vocal with some echo) 
from anything else you've done. 
Where did you find that? 

DE: I met this guy Liam Grundy 
in a pub in London where he was 
playing the piano, and I got to talking 
to him 'cause he was really good. I got 
on very well with him, and he played 
this song, "One More Night." He 
wasn't trying to push his songs or 
anything, he just started playing it, 
and I said, "That's great! Play it 
again!" He played it about six times 
for me. I was booked in the studio the 
next day, so we went in, he wrote the 
words down for me, played the piano 
and we got it in one take. It worked so 
well. It was the first time I'd ever 
sung it. 

MR &M: How about the Chuck 
Berry song, "Dear Dad "? 

DE: Someone in Seattle gave me a 
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tape on one of the Rockpile tours 
years ago. Some guy just came into 
the dressing room and said, "Here's a 
tape of stuff that you like; I know 
you'll like it." And it was all unre- 
leased Phil Spector stuff, things like 
that, and Chuck Berry's "Dear Dad." 
I'd rather not still be doing Chuck 
Berry; I feel guilty doing it, 'cause 
I've been doing it for 20 years. But I 
just had to do that one, 'cause it's so 
obscure. 

MR &M: The growth in popular- 
ity, over the past ten years or so, of the 
"singer- songwriter" took a lot of 
credibility out of being an inter- 
preter, a song stylist. It's sort of like 
being a second -class citizen, but it 
wasn't always like that. 

DE: Well it's nice if you can write 
your own songs, but I don't think it's 
[necessary]. Elvis Presley never 
wrote his own songs, but he was 
creative. I think as long as they're 

good songs it doesn't matter who 
wrote them. But then I would say 
that. wouldn't I? 

MR &M: What sort of pre- produc- 
tion work do you do -you don't have a 
home studio, do you? 

DE: No, I wouldn't have one. For a 
start, I don't want a studio at home 
because when I get home that's what 
I want to get away from. 

MR &M: Do you make demos of 
songs? 

DE: No. Well ...I do, but I release 
'em. I never do demos because 
something always happens, and you 
get some kind of feel that you can 
never recapture in the studio. It 
always happens. Even if you play the 
same notes, and sing the same 
things- always something different. 

MR &M: Do you try for as "live" a 
sound as possible? 

DE: No, I go at it quite in a 
workmanlike way, really. Just get 
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something down that's correct, bass 
and drums, preferably -well, there's 
got to be the drums, hasn't there - 
and then just work from there, and 
build it up. 

MR &M: But between the "work- 
manlike way" and the finish there 
has to be something else, otherwise 
the albums would just sound like 
workmanlike albums. 

DE: When I said "workmanlike" I 
mean in getting the first thing down. 
Once the arrangement is sorted out, 
you know, where it's going to stop and 
start, and change key and all that, 
then when the bass and drums are 
down, after that I have a bit of fun 
with it. And because I haven't 
worked out anything of what I'm 
going to do... 

MR &M: You mean the guitar 
part(s). 

DE: Mmm. Never. Not until I'm 
actually plugged in, sitting down in 
the studio, plugged into the desk. 

MR &M: With the tape rolling. 
DE: Yeah. I just run the tape a few 

times until it starts shaping up. So I 

think that's where the fun comes in. 
MR &M: Do you think about the 

arrangements at all before you go in? 
DE: Sometimes, yes. It's much 

better if you have an idea of how you 
want the record to sound, then you 
can have a goal, something to strive 
for, a certain sound. Sometimes that's 
not always possible. 

MR &M: Can you give an example? 
DE: "Generation Rumble." I didn't 

know where the hell that was going, 
or "Other Guys Girls," I didn't know 
what was going on with that. There 
were loads of ideas I put into that 
which had to be really sorted out, 
'cause there were too many little 
things. I had to take out a lot in the 
end, because it was getting a bit 
cluttered, which can happen if you 
don't know exactly what you're doing 
when you go into the studio and start 
recording. 

MR &M: You don't rehearse these 
things, then? 

DE: No, never. 
MR &M: How much time do you 

usually spend in the studio? 
DE: As little as possible. DES th 

took five weeks, with weekends off. I 

always work Monday to Friday, and 
have the weekend off. 

MR &M: Do you think you've 
changed your recording techniques? 
For example,if you were to re- record 
your first album Rock pile, would you 
use somewhat the same approach, 
being that you know more now? 

DE: I'm not sure I Flo [know more], 
actually. I like that album because 
you had to use your own ingenuity for 
special effects. All you had was a 
desk -you know, a recording con - 
sole-a tape machine and some 
microphones. None of the gadgets 
you get now, Harmonizers" and all 
that. If you wanted any special effects 
you had to, as I say, use a bit of 
imagination. That was the fun of 
making records back in those days. 
Now it's just Harmonizers" and 
th i nos that'll do this and that, which I 
ra o I¡/ use, if I can help it. 

MR &M: What's Eden Studios 
like? 

DE: It's a good studio... butthey're 
all the same now: they've all got the 
same things. They've all got Har- 
monizers'", and DDLs, and Lexicon 
echo units. They have to, to compete. 
They've all got the same [equipment] 
so it just doesn't really matter. I use a 
different studio now called Maison 
Rouge: it's Jethro Tull's studio. 

MR &M: What's your relationship 
with an engineer? Do you need to tell 
them exactly what to do, or what 
sound to get? 

DE: Well, it's getting to know each 
other, really. Once you get to know 
each other really well you don't hire 

to tell them, "Listen, I want this sort 
of sound." He probably already 
knows, if you get along well with him 
and if he's good. I like to sort of do my 
own engineering: when it comes to 
mixing, usually I mix myself. I used 
to do it all, plugging up the mies and 
everything, but that got a bit, you 
know ...I can't be bothered. 

MR &M: When did you stop all 
that? 

DE: When I left Rockfield and 
went to Eden. It was great to do it to 
learn how how it all goes, but now it's 
just the mixing I want to do. 

MR &M: You use a blonde Gibson 
335 and a blonde 335 Dot "live." Do 
you use different guitars when you're 
in the studio? 

DE: I use a Gibson L6S for record- 
ing, 'cause it's got a bit more top on it. 
I plug straight into the desk -well, 
it's "board" they call it over here - 
straight into the board, I never use an 
amplifier. And I use a Gibson Everly 
acoustic, a Martin D -45 acoustic and 
a Gibson Switchmaster. 

MR &M: And only the 335s go on 
the road.... 

DE: That's right. One of them's 
from 1958, which I bought second- 
hand in 1962, or something like that. 
And Gibson's just given me that 
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second one. They've started making 
them again, identical to the one I've 
got. 

MR &M: Was the '58 your first 
guitar? 

DE: No, I think I had one before 
that, but that was my first real one. 

MR &M: How many guitars do 
you have? 

DE: Too many. About 15 or 16... 
17, I think. I keep some at home and 
store the others. 

MR &M: What are some of the 
others? 

DE: Elvis Costello gave me a 
Gibson Everly for my birthday two 
years ago. 

MR &M: The one you mentioned? 
DE: No, actually I just bought a 

much better one. So I've got one not - 
so -good one and one fantastic one. Oh, 
I've just got an Ovation, as well, for on 
the road. And I've got a Gibson J200. 
[Edmunds also has a black 335 in 
addition to the two blonde ones.] 

MR &M: Over the years the focus 
seems to have changed from you as a 
guitar player to you as a singer; also, 
your guitar sound has changed. 

DE: Yeah, I think I enjoy singing a 
bit more [than I did]. As for the 
guitar sound, it's probably the 
difference in guitars that I use. I used 
to use just the one I'm using on stage. 
I used that all the time. 

MR &M: You don't use that for 
recording now? 

DE: Not very often. 
MR &M: Have you ever thought of 

using an outside producer? 
DE: I have, actually. I can't see 

it working, because I'm very stuck in 
my ways about how to make records. 
I wouldn't mind trying it, one day. 

MR &M: Have anyone in mind? 
DE: Not really, I don't know... 

perhaps Martin Rushent. 
MR &M: While producing others, 

have you ever had the urge to, instead 
of telling them what to do, do it 
yourself? 

DE: Oh, yeah, I've done that. I've 
gone out and said, "Give me that 
guitar!" and started playing. I did 
that with the Flamin' Groovies. 
You've got to be very patient. 

MR &M: Do you use any effects 
"live ?" 

DE: Only an echo on the vocal, 
nothing else. 

MR &M: Do you have trouble 
taking a song like "Queen of Hearts," 
which is so delicate on vinyl, and 
playing it "live ?" 

DE: I try to get it a bit near [to the 
recorded version] by using that 
acoustic guitar on stage [Mickey 
Gee's Ovation]. I think that helps a 
bit. But, no, you can't do it delicately, 
really. 

MR &M: How do you approach 
your "live" sound as opposed to your 
recorded sound? 

DE: The idea on stage is to try and 
get it as close as possible to the record. 
But that's where the delicate ones 
suffer. I find it very hard to do any 
song [ "live "] that's a bit...classy, or 

delicate, or has some taste at all. 
At present, Edmunds will have 

finished the Stray Cats's third album 
and his own eighth solo LP. He and his 
band, the "Welsh Mafia" as the 
English press dubbed it, are also 
featured on the soundtrack for the 
English film Party Party (interest- 
ingly enough, the Police's Sting 
borrowed Edmunds's Mafiosi for use 
as his backing band on his song in the 
soundtrack). Tour plans are sched- 
uled for Europe and Scandinavia, as 
well as a return to the States early in 
1983, around the time of the new 
album's release. 

When it comes down to it, it's 
amazing that after so many years 
Edmunds can still make basic rock 
and roll sound like a new toy. His 
music may always be out of fashion 
but it will never be out of style. 

MR &M: How do you think you've 
managed to keep a spirit of origi- 
nality after all these years? 

DE: I don't know, I really don't 
know. I just keep getting ideas to do 
songs, and I go into the studio and do 
them as best I can. Really, that's it. 

MR &M: Do you see yourself doing 
this for a long time yet -of course, if 
someone had asked you ten years 
ago... 

DE: Right, if someone had told me 
ten years ago that I'd be doing this, 
I'd've been very surprised, and 
pleased. But, there's nothing else I 
can do. 

ADDITIONAL STAGE EQUIPMENT 
Dave Charles- drums: Ludwig kit 

1 bass drum- 22 -in. 
1 rack tom- 13 -in. 
1 floor tom- 16 -in. 
2 Zildjian crash cymbals -14 ins. 
1 Zildjian ride cymbal -14 ins. 
2 Zildjian cymbals -18 and 20 ins. 
1 Zildjian Chinese cymbal -18 in. 
1 Ludwig snare drum -6 in. 
Ludwig hi -hat 
Speed King bass drum pedals 

John David -bass: Black Fender Precision 
2 Ampeg SVT 300 watt amps 
1 Ampeg SVT speaker cabinet 
1 Sunn speaker cabinet 

Dave Edmunds -guitar Blonde Gibson 335 
Blonde Gibson 335 Dot 
Mesa Boogie amp 
Marshall 4 x 12 speaker 

Mickey Gee -guitar: Blonde Fender Telecaster 
Ovation Legend 
Mesa Boogie amp 
Marshall 4 x 12 speaker 

Geraint Watkins- Yamaha CP80 electronic piano 
keyboards: Scandalli accordion 

2 Roland JC 120s 
Yamaha PM 170 mixer 
Yamaha 4115 speaker 

Contractual rider provides for a 32- channel mixing desk, 
minimum of 24, and 16- channel desk for monitors. 

Edmunds operates the echo on his voice from a foot switch 
onstage, through the whole P.A. -he's the only one that con- 
trols that, not the engineer. There are no other effects "what- 
soever." 
At least 115 dB SPL: about 8000 -watt system. 

SELECTED DISCOGRAPHY 
(albums only -U.S. release unless otherwise noted) 

w /LOVE SCULPTURE 
Blues Helping 
Forms and Feelings 

SOLO 
Rockpile 
Stardust (soundtrack) 
Subtle as a Flying Mallet 
Get It 
Tracks on Wax 4 
Repeat When Necessary 
Twangin... 
DE7th 

w /ROCKPILE 
Seconds of Pleasure 
Concerts for the People 

of Kampuchea (2 tracks) 
COLLECTIONS 
Dave Edmunds & Love 

Sculpture -The Classic 
Tracks-1968/1972 

The Dave Edmunds & Love 
Sculpture Singles 
A's & B's 

The Best of Dave Edmunds 

Rare Earth RS 505 1968 
Parrot PAS 71035 1969 

MAM 3 1972 
Arista 5000 1975 
RCA 5003 1975 
Swan Song SS 8418 1977 
Swan Somg SS 8505 1978 
Swan Song SS 8507 1979 
Swan Song SS 16034 1981 
Columbi FC 37930 1982 

Columbia JC 36886 1980 

Atlantic SD 2 -7005 1981 

EMI One Up 2047 (import) 1974 

EMI /Harvest SHSM 2032 
(UK) 1980 

Swan Song SS 8510 1981 
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Profile: 
Barry Mann & Cynthia Weil 

pLAYED IN SEQUENCE, such songs as "On Broc dway" by 
the Drifters (or George Benson), "Blame It On The 
Bossa Nova" (Eydie Gorme), "Kicks" (Paul Revere 

and the Raiders), "Sometimes When We Touch" (Dan 
Hill), "We Gatta Get Out Of This Place" (The Animals), 
"Only In America" (Jay and the Americans), "The Shape 
Of Things To Corne" (Max Frost and the Troopers), and 
"Just Once" (Quincy Jones with James Ingram), would 
seem to have very little in common. But they do: all of 
them were hits cord all were written by the husband and 

wife songwriting team of Barry Mann and Cynthia Weil. 
With over 20 years of musical and marital 

collaboration behind them, Mann and Weil are still 
penning one hit song after another. Once part of the 
infamous Brill Building stable of writers, where they 
worked alongside such notable writers as Carole King, 
Gerry Goffin, Neil Sedaka, and Leiber and Stoller, Mann 
and Weil were responsible for some of the most timehess 
rock and roll hits of the 1960s and '70s. The 1980s ? So 

far, nothing but more successful hit songs. 
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According to their official bio, over 140 million of 
Mann and Weil's recorded songs have been sold to 
date -a staggering number, until one gazes at the list of 
hits to their credit. Along with those previously 
mentioned, the following songs, written either together 
or by Mann or Weil in collaboration with another writer, 
include: "He's Sure The Boy I Love," and "Uptown," both 
by the Crystals; "Patches," by Dickie Lee; "My Dad," by 
teen idol Paul Petersen; "Saturday Night At The 
Movies," by the Drifters; Gene Pitney's "Looking 
Through The Eyes Of Love," and "I'm Gonna Be Strong "; 
"Walkin' In The Rain," by the Ronettes; "You've Lost 

That Lovin' Feeling" and "Soul And Inspiration" for the 
Righteous Brothers; "Hungry," by Paul Revere; "Make 
Your Own Kind Of Music" (Mama Cass); "I Just Can't 
Help Believin "' (B. J. Thomas, Elvis Presley, others): 
"How Much Love" by Leo Sayer; "Here You Come Again" 
(Dolly Parton); "Sometimes When We Touch" (Dan Hill); 
"He's So Shy" by the Pointer Sisters, and plenty of others. 
Not bad considering the two writers had little formal 
musical training. 

It all started in 1961 for Mann and Weil when they 
were signed to Don Kirshner's publishing company, 
Aldon Music. Mann had already written a hit for the 
Diamonds, "She Say (Oom Dooby Doom)" and 
"Footsteps" for Steve Lawrence. 

In 1961, Mann added his own recording of "Who Put 
The Bomp" to his list of credits. (The novelty song was 
only one of many recordings Mann would make over the 
years, but remains his only hit under his own name.) 
1961 also found Mann and new songwriting partner 
Weil tying the knot. 

The hits just kept on comin'.,When the British era 
struck, Mann and Weil adjusted, penning hits for the 
Animals and American counterpart acts such as Paul 
Revere and the Raiders. 

The New York City -born and bred team was always 
versatile -able to write for rock and roll, R&B, even 
country and MOR. Their songs have crossed over into 
every genre, finding their way to artists as diverse as 
George Benson, Eric Carmen, Blue Oyster Cult, Hall and 
Oates, Elvis Presley, Barbra Streisand, ° Slade, Tina 
Turner, Ronnie Milsap, Teddy Pendergrass, Dotty West, 
Grand Funk Railroad, Aretha Franklin, the Fifth 
Dimension, Bette Midler, the Drifters, Tony Orlando and 
the Ronettes. They've also written for soundtracks, and 
there's no telling what lies ahead for this talented pair 
that is still bubbling with creativity. 

During a recent stop in New York to accept an award 
from the Songwriter's Hall Of Fame, Mann and Weil 
spoke with Jeff Tamarkin about their long and 
rewarding career. 

A professional, affordable 
wireless mic system... 

SAMSON 
Or the vocalist to "go wireless" with a 

professional quality system for only 

$529 pro net. 

The SMX -1 wireless system comes 
complete with microphone with built -in 
transmitter, receiver and battery. Check 

it out -you'll be amazed at 
the sound quality 

and ease of 
operation. 

SMX -1 wireless mic system, 
complete $529 pro net 

TR 1020M wireless diversity mic 
system, as above, with diversity 

receiver, extra antenna on stand, 
200 foot antenna cable 

$995 pro net 

Comes complete with mic 
(transmitter contained within), 
receiver, 1.5v battery 
200 foot range 
Exceptional sound quality! No 
high end loss due to cable 
capacitance 
Rugged & roadworthy 

Licensed under U.S. Patent No. 4,215, 413 

124 Fulton Ave., Hempstead, NY 11550 
(516) 489-2203 

In Canada: Great West Imports, Ltd. 
3331 Jacombs Rd., Richmond, B.C. V8V 1Z6 
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Modern Recording& Music: Did 
you begin as performers or have you 
always been primarily songwriters? 

Barry Mann: I began writing asa 
kid, when I was 13 or 14. But I never 
really attempted to get into the music 
business at that time. I used to work 
as a busboy at the resorts in the 
Catskill Mountains [upstate New 
York] because I was going to go to 
college to become an architect. While 
I was up there I'd sing my songs at 
talent shows. I'd always run into 
these guys, typical music biz people 
with the big cigars, saying, "If you 
ever decide to go into this business, 
look me up." For some reason, I took 
down their names. Then I went to 
school for about a year, but I couldn't 
see myself as an architect. So I looked 
up the names and went to one of them 
with four of my songs. 
That's how I got started. From there I 
went into playing piano on demos. 

MR &M: You were both lucky in 
that you didn't get screwed around by 
people in the business. In those days 
there were more people not seeing the 
money they earned than seeing it. 

Cynthia Weil: It was horrendous. 
You'd hear about people selling songs 

BM: I remember my mother copy- 
righting my songs by sending them to 
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herself in the mail. She was aware of 
that angle. 

MR&M: What was the first song 
you sold? 

BM: The first one we wrote to- 
gether, but it didn't sell, was "Paint- 
ing The Town With Teardrops," by a 
guy named Vinnie Monte. The first 
hit we had, in 1961, was by Tony 
Orlando, a song called "Bless You." 
That was the first hit we had 
together. I had one by myself for the 
Diamonds in 1959, "She Say (Oom 
Dooby Doom)." I also had a Steve 
Lawrence record called "Footsteps." 
Then I met Cynthia. 

MR &M: Did you have any formal 
training? 

BM: I play by ear but I took about 
a year to learn the basics. I learned 
chords on a ukelele. Later on I took 
some courses to try to further my 
musical education. I can barely read 
and write music. 

MR &M: How did you put your 
musical thoughts on paper? 

BM: I could barely write out my 
ideas on lead sheets. 

CW: Most of the singers didn't 
read; they took the songs from demos, 
so you just taught it to them. 

MR &M: How did you go about 
selling songs in those days -by 
JANUARY1983 
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knocking on doors until they'd listen? 
BM: The first time I did but then I 

began to meet a lot of people, one of 
whom was Don Kirshner. who was 
starting a publishing company. I 

forgot about it for about a year and 
then a friend of mine suggested I go 
see him. I did and he heard my songs 
and said. "Great, I'll sign you." I 

thought he was kidding. I said, "Well, 
for how much ?" He said. "I'll pay you 
$150 a week." against royalties. I said 
great! 

MR &M: The Brill Building is 
such a legend today, something that 
goes far beyond just being a building 
that housed many music business 
people. A large percentage of the 
early rock and roll hits came out of 
that place. Was it really like a hit - 
making factory, as we're led to 
believe, with people like yourselves, 
Carole King, Jerry Leiber and Mike 
Stoller, Doc Pomusand Mort Shuman 
and Neil Sedaka. just cranking out 
hit after hit? 

BM: The word factory is kind of 

derogatory. We always think of it 
more as a school. That was the most 
positive aspect of that period. because 
there's nothing like it around today. 
There were cubicles with pianos in 
them. and there was always a lot of 
activity. but we weren't forced to 
write -we wrote because we wanted 
to write. Basically we'd write at home 
and then come in there and play it. It 
was an electrified, competitive 
atmosphere. 

MR &M: Did that competition 
help or hinder the creative process? 

BM: I really don't know. We were 
so competitive, and so were Carole 
King and Gerry Goffin. We were 
always trying to beat each other out 
on a record. but we also helped each 
other. So we got out a lot of records 
because of it but I do wonder if all 
that competition wasn't in the way. 
Yet I tend to think it helped. But we 
didn't have any lives -our lives were 
writing, cutting demos: never going 
on vacations, because we just wanted 
to get those records. The money had 

nothing to do with it. 
CW: It was the challenge of get- 

ting the record. We never even 
thought about anyone outside the 
office getting it. If Goffin -King didn't 
get it, or we didn't, it didn't matter 
who did. It wasa sibling rivalry, with 
Kirshner as our father figure, and we 
all wanted to please him. If Don 
called and said someone was record- 
ing, you went to the piano and tried to 
write for them, whether it was 
country, R &B, rock. 

MR &M: How did you know about 
writing country music, having grown 
up in New York City? 

BM: We had a pretty big country 
song, "If A Woman Answers," by 
Leroy VanDyke. It was straight 
country. 

CW: It was so country that it 
almost sounds funny now. 

BM: There were a lot of country 
hits back then: Bobby Bare's "Detroit 
City," Johnny Horton's records. 

MR &M: It seemed as if the whole 
music business was centered in that 
one [Brill] building. 

CW: There were actually two 
buildings, the Brill Building and 
1650 Broadway, which we were in. 
But Leiber and Stoller were in the 
Brill Building. So if we were writing 
a Drifters song and they were 
working with them, we'd grab our 
lead sheets and go over there. 

MR &M: How much did your ex- 
periences growing up in New York 
contribute to your writing? If you 
were from the Midwest, I doubt you 
could've written "On Broadway" or 
"Uptown." 

CW: Oh. definitely. We were city 
kids. I was from Manhattan and he 
was Brooklyn. 

BM: It's two different countries. 
CW: We wrote a song that's never 

seen the light of day called "Up From 
The Streets," which was the history 
of that time. The subways and all that 
was part of you. It had to show up in 
your music because it was your life. 

MR &M: Even in your early days, 
your songs had messages in them. 
Besides the Drifters songs, there 
were "Only In America," "Kicks "and 
"We Gotta Get Out Of This Place." 

CW: We wrote one, again that was 
never recorded. called "I'm A Man ": 

it was the story of the whole racial 
situation at the time. "Uptown" was 
probably one of the first sociological 
songs in that sense. 

MR &M: What was the inspiration 
behind that song? 

CW: It was purely a matter of 
wanting to say what we did. What's 
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interesting was that at that time 
Kirshner was into romantic songs; 
they all had to have positive endings. 
I remember playing it for him and 
feeling horrible because it didn't get 
a reaction. If he loved a song, it made 
your day. But after it was a hit he took 
me aside and said, "Write more of 
those ones I don't understand." 

MR &M: Was it possible to calcu- 
late a hit, to write a hit to order? 

BM: Not all of the time, but it 
seems that way. It was easy in those 
days to write a follow -up. But I have 
to say that I was never very good at 
writing a follow -up. In some cases, 
we just wrote a song. We just wrote 
"Uptown" and then the Crystals had 
the hit. "On Broadway "wasoriginally 
written for the Cookies (who had a hit 
with "Chains," later covered by the 
Beatles). It originally had a female 
lyric. When Leiber and Stoller said 
they wanted to do it with the Drifters, 
we had to change the lyrics. "You've 
Lost That Lovin' Feeling" was sort of 
tailored for the Righteous Brothers. 

CW: Phil Spector told us he'd 
signed them [the Righteous Brothers] 
and we heard some earlier records 
they'd made, heard the high and low 
voices, and the song was just right for 
them. 

MR &M: Did you always receive 
your due royalties? 

BM: We were naive and never 
questioned it. 

CW: I've never felt ripped off, 
although I'm sure that some money 
disappeared. If there was any dis- 
crepancy, it was with what the record 
companies paid Don, not what he 
paid us. 

BM: The artists are the ones that 
really got ripped off. 

MR &M: Did you ever involve 
yourselves with the recording ses- 
sions after you'd written a song? 

BM: We were involved with all 
aspects. I played piano on "Blame It 
On The Bossa Nova" (Eydie Gorme). 
On "On Broadway," I played piano 
and Phil Spector played the guitar 
solo. 

MR &M: Did the songs always 
turn out the way you envisioned 
them? 

CW: The Drifters things did. 
Some of the ones that Spector worked 
on turned out even better than we'd 
hoped. 

BM: Phil Spector was incredible 
then. So were Leiber and Stoller. 
They were the best there was so you 
didn't have to worry about your songs 
being done badly. 

MR &M: What was Spector like to 
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work with? Was he as much of a 
madman as people say? 

BM: No. You could say he was 
eccentric but not a madman. 

CW: You always hear wild Spector 
stories. I don't know if he was on good 
behavior with us or we brought out 
the best in him, but he was always 
good to work with; he called when he 
said he'd call. 

BM: He was never the way people 
say he was, around us anyway. 
Maybe later on he got more out of 
hand. 

CW: His eccentricity may have 
come out when we weren't around. 
We'd hear about him making people 
sing things for hours and hours. 

BM: He knew what he wanted to 
get at in a session. 

MR &M: What was Carole King 
like? 

BM: She was one of the most 
talented people I'd ever met. She 
could have had hit records earlier 
than she did, or have been an 
arranger. She's a naturally gifted 
human being. 

CW: We've stayed in touch with 
her through the years and I co -wrote 
"One To One," the title track on her 
newest album. 

MR &M: Who else? 
CW: There were other people who 

weren't necessarily writers. Dick 
Asher worked there and now he's the 
president of Columbia. Allen Klein 
was there and he's had an exciting 
and nefarious existence; Lou Adler 
ran the West Coast. 

BM: A lot of artists came up there. 
I remember the Everly Brothers 
coming up; Brian Wilson came up 
in 1962 and played some tunes. 

MR &M: I'd imagine there was 
also a large amount of nuts coming 
around, trying to peddle something 
or QQ her. 

CW: There were always a lot of 
strange people drifting through. 
Now I would be paranoid to walk 
those halls at night, but we never 
even thought of that. It was really a 
hotbed of creative craziness. I re- 
member we used to wait around for 
Kirshner to see if he needed a song for 
someone. We used to wait for him in 
front of the men's room because we 
knew that sooner or later he'd have to 
go. But then the men would grab him 
and talk inside. Once I grabbed him 
and said, "Look, I've been waiting 
here for three days," and he finally 
said, "OK, come with me," and we 
started to walk into the men's room 
together. Then we both looked at each 
other and said "No!" But that's where 

our consciousness was, totally into 
the music. 

MR &M: Did you ever feel isolated 
from the real world? 

CW: We were; there was nothing 
in our lives except those people and 
our work. We had absolutely no 
friends outside the business because 
no one understood our hours. 

MR &M: How did it all change for 
you with the coming of the British 
invasion? 

CW: We wondered what was go- 
ing to happen to us because every- 
thing English was being played on 
the air. 

BM: If you listen to that stuff now, 
some of it was great and some was 
really terrible. But it was fresh and 
different then. 

CW: Somehow we just stayed, and 
had more hits: "Lovin' Feeling," 
"Kicks," "Hungry," "We Gotta Get 
Out Of This Place," "Soul And 
Inspiration." We'd actually written 
"We Gotta Get Out Of This Place" for 
the Righteous Brothers and it got 
sent off to the Animals. 

MR &M: What about "The Shape 
Of Things To Come," that great 
garage band song from the Wild In 
The Streets film? That song and film 
became a real cult phenomenon. 

CW: I know. (Laughs) I remember 
going to see the film and then going to 
dinner with someone and starting to 
cry at the dinner table. That's how 
crazed I was. And everyone was 
saying "Why are you crying? This is 
going to be very successful." 

MR &M: You wrote the whole 
soundtrack, right? 

BM: Yeah, but I thought the songs 
were terrible. Except for "Shape Of 
Things To Come." Some of it, like "14 
Or Fight," was pretty bad. The 
album was produced by Mike Curb, 
who's now the Lt. Governor of 
California, and it ended up a hit, 
which was pretty amazing. 

MR &M: Which of your own songs 
do you think have held up as classics? 

BM: "Uptown" and "On Broad- 
way," and some of the other Crystals 
things, like "He's Sure The Boy I 
Love." I wasn't too hot on "Walking In 
The Rain." I felt that it was a cop of 
Ellie Greenwich and Jeff Barry. It 
was a great pop art record, though. 
"Lovin' Feeling" was good. I can tell 
you one I don't like: "Blame It On The 
Bossa Nova." I kind of liked "My 
Dad," which Paul Petersen did. I like 
"Kicks." "Patches" doesn't stand out 
to me; that was part of the learning 
experience. 

MR &M: What about your own hit, 
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Barry, "Who Put The Bomp ?" 
BM: I liked "Who Put The Bomp." 

I thought it was a hit song. I think a 
lot of people didn't get it, but they 
bought it because they dug the groove. 

MR &M: Why did you decide to do 
that one yourself? 

BM: I just thought it was a hit, and 
I liked the put -on. It was a piece of the 
times, a put -on of all the doo -wop 
records. 

MR &M: Were you frustrated that 
you didn't have a follow -up hit? 

BM: Yeah, but I became more 
frustrated later on trying to make it 
as an artist. I still think of myself as a 
songwriter who had an off -the -wall 
hit. I was just pissed off that they had 
to go record an album. I knew it 
would never sell. 

MR &M: You're familiar, I'd 
imagine, with the magazine that 
came out in the '70s called Who Put 
The Bump? 

BM: Yes, I met the publisher, 
Greg Shaw. and now he has Bomp 
Records. 

MR &M: As you get older, do you 
think you could still write the kind of 
songs you did when you were starting 
out? 

BM: We could, but it would be 
bullshit. 

CW: I don't think we could write 
the way the Go -Go's do. But I 

wouldn't want to because they've 
done it fine. 

BM: I could probably write an 
angry, new wave kind of song if I feel 
the anger. I can still relate to some of 
that. 

MR &M: Do you keep up with the 
current music? 

BM: We listen to top 40 and 
albums. 

MR &M: Do you feel positive about 
the changes in music and the busi- 
ness? 

CW: Those are really two separate 
questions. The changes in the busi- 
ness are frustrating because it's so 
much more limiting now and every- 
one's so careful, because of the 
economy. They're cutting artists 
from record company rosters] and 

nobody wants to take chances any- 
more. I don't know if there's as much 
room for innovation as in the old days. 
There was instant gratification then; 
people seemed more excited about 
the music. It was a singles market 
and instead of waiting eight months 
for the album to be completed, they'd 
go in, cut four songs, pick a single and 
you'd be on the air in two weeks, and 
on the charts in another week. It 
generated the creative process be- 

cause you'd hear something of yours 
on the air and it'd trigger you. Now 
it's all business oriented: attorneys 
running record companies. You hear 
more things like "That sounds like a 
hit," rather than "I love that song." 

BM: Now you write a song and 
then the producer has to hear it. If he 
likes it then the artist has to hear it. If 
the artist likes it he cuts that song 
plus 15 other songs for an album that 
will contain 11 songs. He cuts the 
album and then you have to hope that 
the song will be picked as a single. 

CW: If it isn't the single, you hope 
that he has another hit on the album 
so the album will sell. 

BM: Then you hope that the record 
company is behind the album and is 
promoting it. 

CW: The work you have out now is 
something that you did a year ago; 
that's how long it takes. 

MR &M: Another difference is 
that in the old days, if a DJ liked a 
record, he just put it on. Now you 
have to fit into a specific station 

format before they'll even listen to it, 
then you have to convince a program 
director to add the record, then if 
you're lucky they'll even play it. 

CW: If you think about how hard it 
is you'd never write another song. 

MR &M: What is the division of 
writing duties between the two of 
you? Who does what? 

BM: Cynthia writes all of the 
lyrics and I do the music. I do write 
by myself, though, and we both work 
with other people. 

MR &M: You've written a few 
soundtracks. How does that kind of 
writing differ? 

BM: It's not that much different 
than writing for someone. But you 
have to deal with movie people who 
say change this and change that. 
More people to try to please. 

MR &M: How has your writing 
process changed over the years? 

CW: There was less to live up to in 
the beginning. The process was 
easier then, although it was never 
really easy. Now you know that 
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everybody's listening; then there was 
nobody listening but us kids. We're 
far more selective and critical now; 
we throw out far more stuff. 

MR &M: Some of your songs have 
been recorded by over 100 different 
artists. Of all the versions of your 
songs, which are your favorites? 

BM: I think the George Benson 
version of "On Broadway" is in- 
credible. I also like the original by the 
Drifters a lot and I thought "Lovin' 
Feeling" was groundbreaking for 
that time. As far as MOR, I think Dan 
Hill's version of "Sometimes When 
We Touch" was great. "Just Once" by 
Quincy Jones with James Ingram is 
another. You can't really compare, 
though. I mean, how can you compare 
"Just Once" to "We Gotta Get Out Of 
This Place ?" 

MR &M: I'd like to run through a 
bunch of your songs and if you can, 
tell me the circumstances behind 
them: "Blame It On The Bossa 
Nova ?" 

BM: We were writing that for 
Bobby Rydell. 

CW: I remember thinking that 
in all of his songs, he used the word 
"sway" for some reason. So I wrote 
the line "Swaying to and fro." I 

thought he'd know it was for him. 
But he turned it down. 

MR &M: "On Broadway ?" 
BM: That was originally written 

from the perspective of a small -town 
girl coming to Broadway. 

CW: It was recorded first by the 
Cookies but it didn't turn out so well 
so we had the song and were wonder- 
ing what to do with it when we heard 
the Drifters were recording. We 
thought that melodically it could fit 
the Drifters but the lyrics were 
wrong because it was for a girl. We 
played it for Leiber and Stoller and 
they said they wanted to cut it the 
next day, so we could either go home 
and re -write it or work with them. 
The thought of working with them 
was pretty incredible so we sat down 
and worked on it together. 

MR &M: "Uptown ?" 
BM: We just sat down and wrote a 

song, with nothing in mind, and that 
was it. 

MR &M: "Lovin' Feeling ?" 
BM: When we went out to Cali- 

fornia, Phil Spector said he wanted to 
write with us. He played us this 
record by a group he had from 
Orange County: "Little Latin Lupe 
Lu," by the Righteous Brothers. He 
said he wanted to cut a ballad with 
them. We were influenced by "Baby, 
I Need Your Loving," by the Four 

Tops. So, by osmosis, we turned out 
"Lovin' Feeling." I wanted to change 
the title but Phil liked it. 

MR &M: "Only In America ?" 
BM: We were working with Leiber 

and Stoller again. That started out as 
something completely different, with 
lyrics like "Only in America /Land of 
opportunity /Can they save a seat in 
the back of the bus just for me /Only 
in America /Where they preach the 
golden rule /Will they start to march 
when my kids want to go to school." It 
was originally written that way for 
the Drifters. They said it would never 
get played, so we changed it to fit a 
WASP, and for them it rings true: 
"Only in America /Land of oppor- 
tunity." If the Drifters had cut it that 
way no one would have played that 
either, because it wasn't true! So Jay 
and the Americans cut it. 

MR &M: Moving into the '70s and 
'80s, how about "Here You Come 
Again," for Dolly Parton? 

CW: Again we just wrote a song. I 

first showed it to B. J. Thomas, who'd 
recorded "I Just Can't Help Believin "' 
and had a million seller. 15 -20 people 
turned it down; then it found its way 
to Dolly Parton, who had a number 
one hit with it. 

MR &M: "He's So Shy" by the 
Pointer Sisters? 

CW: I wrote that with Tom Snow, 
originally as "She's So Shy." He was 
going to record it but then he said he 
didn't think he could spend the rest of 
his life singing it. We also thought it 
was right for Leo Sayer. Tom was 
involved at the time with Richard 
Perry, who was walking through the 
hall when he heard it on a demo and 
ran in saying he had to have it for the 
Pointer Sisters. 

MR &M: "Just Once ?" 
BM: Another one we just wrote. 

That's mostly what we do now, just 
write songs and then place them. I 
wanted an R &B singer to do the demo 
and I asked around. Someone said 
there was a guy named James 
Ingram doing demos and he sounded 
pretty good. I went into the studio 
and heard that voice and I almost 
fainted. I couldn't believe it; he was 
the best singer I'd heard in 15 years. 

CW: He always considered him- 
self a background singer. He said he 
didn't even think he was a real singer. 
We sent the song over to Quincy 
Jones, who called back and said 
"Barry's really singing his ass off on 
that one." We told him who it was and 
he said "That guy is great; I want him 
on my album." Quincy called James 
at home and when he told him who it 

was James almost fainted. 
MR &M: When you look at the 

state of the business now, do you 
think there could ever be another 
Brill Building scene? 

CW: I think those days are behind 
us now. The young writers are too 
smart now and too business oriented. 
Everyone is too isolated; they're all at 
their own cubicles at home not 
hearing anyone else, doing their own 
thing. 

MR &M: If you could sum up 20 
years in one word, what would it be? 

BM: (Laughing) Grueling. Actu- 
ally, it would take two words: gruel- 
ing and rewarding at the same time. 

MR &M: Is it as much fun as it was 
in the beginning? 

BM: To tell the truth, there were 
only pockets of fun. I never found the 
music business fun. 

CW: I found the writing fun. 
Working with someone like Jerry 
Leiber was fun; watching his mind 
work was so incredible. The process 
is frustrating and anxiety -producing 
and fun at the same time. The 
business part has never been fun. It 
never will be because it's giving up 
control of your baby, turning it over 
to someone else, hoping they'll be 
good to it. Probably the most fun is 
working with talented people and 
watching the process. 

MR &M: What would you like to 
see happen with your careers? 

BM: I'd like to get to the point 
where I can write without fear: fear 
of whether it will be good or not. 

MR &M: Is there ever a fear of 
failure, that a song won't catch on? 

BM: It's more of a fear of knowing 
I wrote a good song but other people 
will think it's a piece of shit. 

MR &M: What about if everything 
goes right -good song, good record- 
ing and production -but it ends up on 
a record company that won't promote 
it and it dies. 

BM: That recently happened to us 
with an artist named Bill La Bounty 
on Warner Brothers. He's a good 
singer, the album is produced well 
and it's not doing anything. Warners 
gave up on it. That also happened 
with a song that Gary Wright did. I 
feel sorry for the artist when that 
happens; they spend all that time in 
the studio and nothing happens for 
them. 

MR &M: Is writing and seeing 
your songs become hits still reward- 
ing or is that thrill gone? 

BM: It's still rewarding. When 
you get a hit that you really like - 
that's it. 
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NORMAN EISENBERG AND LEN FELDMAN 

Vector Research VCX -800 Cassette Recorder 
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General Description: The VCX -800 cassette 
recorder from Vector Rearch is a three -head model 
with off -the -tape monitoring while recording. The 
transport uses a closed -loop dual- capstan system with 
two motors, one being a phase locked loop type for 
capstan drive and the other a DC motor for the reels. 
Noise -reduction features include Dolby B, Dolby C, 
Dolby HX and Dolby FM. The tape selector has three 
positions: One is for ferric or "normal" bias; a second 
labeled "CO" handles high -bias tapes; the third is for 
metal tapes. In addition, the deck has a front -panel 
fine -bias adjustment. 

A special feature of the VCX -800 is its "compu- 
counter," which is a microprocessor -based timing and 
control system. It provides real -time information about 
remaining tape in a given cassette that is displayed 
digitally in minutes and seconds. The system may also 
be used for memory and recall functions to auto- 
matically play, rewind or fast- forward a tape to and 
from selected spots. For instance, it is possible to set up 
a continous playback /rewind loop between any two 
positions of a recorded tape so that a given portion of 
the program may be repeated while the machine is 
unattended. 

The cassette compartment is covered by a hinged 
see -through door. To the left are the eject button -a 
timer switch for use with an external timer for 
unattended recording or playback, the deck's AC 
power switch and the headphone jack. The compu- 
counter display panel is to the right, followed by 
switches and controls for calibrating the recording 
levels and adjusting the bias. The recorder's signal 
meters are at the right. These are twin "bar graphs" 
showing peak levels, with switches at the left for 
choosing automatic or manual peak hold. 

Ten keys, numbered 0 through 9, are used to enter 
the time or position on a tape into the microprocessor. 
Above them are four more buttons marked lock, C -45, 
C -60 and C -90. The last three relate to the type cassette 
used; when the correct one is pressed the remaining 
time is displayed on the digital panel. If the wrong 
button is pressed, the correct one will come on 
automatically after several seconds. If the tape length 
is not known, you can press the "lock" and C -90 buttons 
in which case the display will show tape position, but 
not the remaining time. 

Line input and output pin -jacks are at the rear as are 
a pair of screwdriver adjustments for calibrating 
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Dolby levels on Dolby -FM broadcasts, a special jack 
for connecting to a Vector Research receiver which has 
a built -in timer, a connector for use with an optional 
remote -control accessory, a fuse -holder, and the 
recorder's AC power cord. 

Test Results: Vector Research supplied us with three 
samples of tape, all of them from TDK. They were 
TDK -AD (ferric- oxide); TDK -SA (a high -bias or 
chrome -equivalent type), and TDK -MA (metal). 
Assuming that the deck had been factory calibrated 
for these tapes, we used them for our usual tests, and 
kept bias and calibration controls at their mid -points, 
which are detented. In spot- checks of calibration, 
following the procedure in the owner's manual, these 
adjustment positions also were reached via the deck's 
meters. 

The record /playback response is shown in Figures 
1A, B and C. In each figure, both curves represent 
plots taken at a -20 dB record level ( "0 dB" on this 
machine corresponds to 200 nWb /m or Dolby 
calibration level). In each of these three displays the 
upper curve was plotted with Dolby off. The lower 
curve, in each instance, although plotted at the same 
recording level, was made with Dolby -C and HX 
activated. Note that in all three cases there was a small 
amount of mistracking at the high- frequency end of 
the spectrum when this noise reduction and headroom 
extension circuity was used. While we do not regard 
the mistracking as severe, we believe that this kind of 

information is of greater interest to readers than the 0- 

dB record /play response curves we formerly supplied. 

FR 

10dB/D L- 1.9dB R- 0.8dB 18.5kHz 

Fig. 1: VCX -800: Frequency response (record /play) 
without (upper curve) and with Dolby C and HX (lower 
curve) at -20 dB record level for TDK -AD (A), TDK -SA 

(B) and TDK -MA (C) tapes. 

FR 

10dB/D L- 3. fidB R- 5. 3dB 18.5kHz 

This is particularly true now that we are able to show 
MOL (maximum output level) plots at high fre- 
quencies (see Figs. 4 A. B and C). The "Vital Statistics" 
table for this report spells out the actual frequency 
end -points for all these response curves and for the 
other parameters measured. In general, frequency 
response came close to the ranges claimed by Vector 
Research. 

Third -order harmonic distortion versus recording 
level for each of the tested tapes is shown in Fig. 2 (A, B 
and C). Here too, we compare distortion without Dolby 
against distortion when Dolby C and HX are activated. 
Even at this mid- frequency there is a significant 
improvement when the Dolby system is used. For 
example, in the case of the ferric -oxide tape sample. 
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10dB/D L- 3.8dB R+ 2.5áB 21.0kHz 
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D3 L 3.. 8! R2 . 5% 

10dB/D L-28. 2dB R-32. 0dB + 7dB 

Fig. 2: VCX -800: 3rd order distortion vs record level, 
with (upper curves) and without Dolby C and HX (lower 
curves) for TDK -AD (A), TDK -SA (B) and TDK -MA (C) 
tape. 

D3 L35% R2 .4! 

L 

10dB/D L-29.0dB R-32.1dB + 6dB 

D3 L34% RC.5! 

- I-- 

10dB/D L-29. 2dB R-32. 0dB + 3dB 

3rd -order distortion at 0 dB measured 0.41 percent 
without Dolby, and dropped to 0.27 percent with Dolby 
C and HX. The record level for 3 percent 3rd -order 
distortion also improved by 1 dB for each of the tapes. 

Signal -to -noise ratios, again with and without Dolby 
C and HX, are compared in Fig. 3 (A, B and C). The "L" 
notations at the top of each graph are S/N without 
Dolby; the higher "R" notations show the S/N with 
Dolby C and HX. The numbers below each graph 
correspond to the noise levels at the specific third - 
octave frequencies whose center values are also shown 
below each graph at the lower right of the display. For 
example, in the case of the high -bias sample (Fig. 3 B), 
S/N for the third octave centered at 8 kHz was -70.3 
dB below the 3- percent distortion point without any 
Dolby. It improved to -90.5 dB with Dolby C and HX 
activated. The difference, at this relatively high 
frequency, is almost exactly the 20 dB claimed by 
Dolby for its "C" system. 

NS WD L-61.1dB R-74.4dB 10dB/D 

10dB/D L-69.1dB R-91.8dB 5.00kHz 

Fig. 3: VCX -800: S/N analysis, with (lower curves) and 
without (upper curves) Dolby C and HX, using TDK -AD 
(A), TDK -SA (B) and TDK -MA (C) tape. 

NS WD L-61.9dB R-75.7dB 10dB/D 

10dB/D L-70.3dB R-90.5dB 8.00kHz 
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NS WD L-57.8dB R-72.3dB 10dB/D 

10dB /D 8, 00kHz 

In Fig. 4 (A, B and C) we have plotted output 
linearity versus input for a 10 -kHz test signal, in order 
to find the MOL for this high frequency with and 
without Dolby C and HX for the three tested tapes. As 
might be expected, the more linear curve in each 
display is the one taken when Dolby HX is on. The 
difference in high- frequency headroom when Dolby 
HX is used is particularly dramatic with the ferric - 
oxide and high -bias tape samples (Figs. 4 A and B); less 
so with the metal tape (Fig. 40 which already exhibits 
excellent high- frequency MOL even without the 
benefit of Dolby C and HX. 

Having recently acquired standard blank reference 
tape corresponding to IEC Type I and II designations 
(IEC is the international organization which tries to 

set voluntary standards to encourage compatibility 
among recorders made anywhere in the world), we 

decided to check out how closely the record /play 
response of the VCX -800 would come to flat response if 
we used the new reference tapes and left the 
calibration and bias controls set to their detented mid- 
points. As shown in Fig. 5 (A and B), they came very 
close indeed, indicating that Vector Research must be 
aware of the new standard tapes and is taking them 
into account when factory -calibrating its recorders 
and setting up record EQ. 

Our plot of wow- and -flutter (Fig. 6) came up with an 
unusually high wow component at 5 Hz (with 
harmonics at 10 Hz and at 20 Hz) which contributed 
almost the entire wow- and -flutter reading we 
obtained of 0.038 percent. While this is not really too 

far off the 0.030 percent spec'd by the manufacturer, 
that 5 Hz component stands out so obviously in Fig. 6 

that we feel that any tape deck designer would not have 
signed off his design if aware of it. In our view, other 
samples of this machine probably will do better; we 
suspect that something may have happened to our lab 
sample in shipment, such as an unintentional drop or 
other physical shock. 

General Info: Dimensions are 175 /n6 inches wide; 5% 

inches high; 14% inches deep. Weight is 21.6 pounds. 
Price: $1,000. 

ML L10.0kHz R1@.0kHz C2.00kHz 

SdB/D L- 5.8dB R- 4.9dB - 3dB 

Fig. 4: VCX -800: Maximum output level plots, at 10 kHz, 

with (upper curves) and without (lower curves) Dolby 
C and HX. using TDK -AD (A). TDK -SA (B) and TDK - 
MA tape. 

ML L10.0kHz R10.0kHz C5.00kHz 

SdB/D L- 4.1dB R- 1.3dB + 1dB 

ML L10.0kHz R10.0kHz C10.0kHz 

e 

SdB/D L+ 0.8dB R+ 4.3dB + 4dB 
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Individual Comment by L.F.: Some readers of 
MR &M have suggested that test reports on stereo 
cassette decks intended for use in some high fidelity 
systems do not rightly belong in a publication such as 
this one. By and large, I agree -if we are talking about 
common ordinary cassette decks that offer the usual 
features and performance found in other common 
ordinary cassette decks. But every now and again we 
do come across cassette decks that offer features and 
performance that are relevant to professional or semi- 
professional recordists and those involved in the 
business of music and its reproduction. In my view, 
such a cassette deck is the Vector Research VCX -800. 

Among the features which I think would appeal to 
the more -than -casual recordist is one which Vector 
Research calls its Compucounter. In addition to telling 
the time remaining on a tape, this system enables you 
to set up to "memorized" points on a tape which maybe 
used in a variety of ways. One that suggests itself for 
professional use at concerts would be the setting up of a 
continuous playback /rewind loop between two 
positions on a tape in which pre- concert background 
music could be fed to a sound reinforcement system 
without a mixing engineer having to worry about 
tending the player while he or she is busy setting up 
mics, speakers, and the like. 

Insofar as circuit refinements are concerned, the 
VCX -800 is one of only a few decks I know of that in- 
corporates both Dolby C and Dolby HX, a dynamic 
bias -altering and EQ adjusting system that provides 
improved headroom at high frequencies even on ferric - 
oxide and high -bias (chrome or chrome -equivalent) 
tapes. Dolby B, of course, is provided as well so that 
tapes made previously on other machines can be played 
back compatibly on this one. While the VCX -800 does 
not have automatic adjustment of bias and sensitivity 
for different tapes, such adjustment is easily accom- 
plished with the unique calibration system which is 
incorporated in the deck. After adjusting one 
calibration control on the front panel until the left - 
channel LED metering system reads "0 dB," a nearby 
fine -bias adjustment control is simply rotated until the 
right -channel LED indicator reads the same 0 -dB 
level. 

All told, I feel that the Vector Research VCX -800 
ranks high among the more sophisticated cassette 
decks that I have tested in the past few years, and that 
it deserves consideration by professionals and home 
audio fans alike who seek the convenience of cassette 
recording yet want a machine that is definitely a cut 
above the ordinary. 

Individual Comment by N.E.: With this deck, 
Vector Research adds yet another chapter to the 
ongoing saga of "The Microprocessor and the Tape 
Recorder." This time it's not a matter of automatically 
adjusting the circuitry for a given tape type but more a 
matter of concern about timing. The system is 
ingenious, and it works as claimed, although I for one 
do not envision the "wide variety of convenience 
operations" claimed for it. I can see one worthwhile 
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10dB/D L- 2.2dB 
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16.5kHz 

10dB/D L- 1.3dB 17.5kHz 

Fig. 5: VCX -800: Record /play frequency response at 
-20 dB level, using IEC reference tapes for type I 

(ferric) tape (A), and type II (B), chromium dioxide 
samples. 
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Fig. 6: VCX -800: Wow- and -flutter analysis. 
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VECTOR RESEARCH VCX -800 CASSETTE RECORDER: Vital Statistics 

PERFORMANCE CHARACTERISTIC 

Frequency response 
ferric 
high -bias 
metal 

Signal -to -noise ratio w/o Dolby 
re 3 °%o 3rd order HD 

ferric 
high -bias 
metal 

Signal -to -noise ratio with Dolby 
re 3 °%o 3rd order HD 

ferric 
high -bias 
metal 

Record level for 3 °%o 3rd order HD 
(0 dB - 200 nWb /m) 

ferric 
high -bias 
metal 

THD at 0 dB record level 
ferric 
high -bias 
metal 

Wow- and -flutter, WRMS 
Line output at 0 dB 
Headphone output at 0 dB 
Mic input sensitivity for 0 dB 
Line input sensitivity for 0 dB 
Speed accuracy 
Fast -wind time, C -60 
Bias frequency 
Power consumption 

MANUFACTURER'S SPEC 

±3 dB, 25 Hz to 17 kHz 
±3 dB. 25 Hz to 19 kHz 
±3 dB, 25 Hz to 21 kHz 

NA 
NA 
56 dB 

B; Dolby C 

NA; NA 
NA; NA 
NA; NA 

NA 
NA 
NA 

NA 
NA 
NA 
0.03 °'o 

700 mV 
150 mV (8 ohms) 
0.25 mV 
60 mV 
NA 
120 seconds 
105 kHz 
55 watts 

use -as an aid in learning or memorizing a piece of 
music by having it repeat automatically. Admittedly 
this is easier than rewinding and starting the section 
yourself, or than recueing a disc recording. 

In short, the VCX -800 shapes up as a very good 
cassette recorder, thanks in the main to the Dolby C 

and ¡IX it incorporates. Apparently the really low 
distortion. the ample signal headroom. and the fine 
signal -to -noise characteristics contributed by the 
Dolby Complex here are as germane (maybe more so) 

to good sounding cassettes as extended frequency 
response itself. Apropos of this. astute readers will 
note that the actual frequency spans we report are not 
quite as wide as VR claims, nor as wide as on some 
other high -end decks. I think that with 90 percent or 
more of what would be taped on this machine you 
would not hear any difference. all other things being 
equal. 

Using metal tape with this deck. by the way. seems 

like a mixed blessing. It does produce the widest 
response but not the best S /N. record level, or the 
lowest distortion (see the Vital Statistics table). Of the 
three tape types we tested. I like the ferric with that 
tiny 0.27 percent distortion when Dolby C and HX are 
used, and a signal -to -noise ratio of better than 74 dB 

LAB MEASUREMENT 

±3 dB. 30 Hz to 17 kHz 
±3 dB, 28 Hz to 18.5 kHz 
±3 dB, 29 Hz to 21 kHz 

61.1 dB 
61.9 dB 
57.8 dB 

68.6; 74.4 dB 
69.5; 75.7 dB 
65.2; 72.3 dB 

+6.6 dB (+7.5 w/Dolby C + HX) 

+6.0 dB (+7.0 w/Dolby C + HX) 

+3.0 (+34.0 w/Dolby C +HX) 

0.41 ° /a (0.27% w /Dolby C + HX) 

0.65% (0.42% w /Dolby C + HX) 

1.6% (1.1% w /Dolby C + HX) 

0.038 ° /o 

700 mV 
100 mV (8 ohms) 
0.25 mV 
60 mV 

0.07 °.° 
102 seconds 
105 kHz 
51 watts 

under the same conditions. And that's the lowest - 
priced of the three tapes. which could be important 
these days. You want a little more at the high end. a 

little better S /N. but with some more (still not a lot) 
distortion? Use the high -bias tape. You want still more 
at the high end but with lower S/N and more 
distortion? Go for metal. It's your money you're 
spending. 

The "fast- buttoning" on this deck is the oddest I have 
yet seen. If you engage the record mode from other 
modes the pause button comes on automatically. You 

then have to let goof the other buttons and hit the pause 

button again. So "fast- buttoning" here becomes a 

matter of how fast -fingered you are. Another thing I 

found questionable about this deck is its relatively low 

headphone volume. I noted this point about a previous 
VR deck we tested (the model V('X -600, MR&M. 
March 1981). The new one lacks a feature the older one 

had -the facility for shuttling the tape at high speed 

with partial head contact to give you audible clues 
about the recorded signal. Other than these items. the 
new deck is a much better performer in audio terms. 
And for those who fancy the latest in microprocessor 
ingenuity, there is The ('ompucounter. 
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Biamp Systems 119 Equalizer /Amplifier 

General Description: The model 119 from Biamp 
Systems. Inc. of Beaverton, Oregon combines a 
monaural power amplifer with a built -in graphic 
equalizer. It is available in two versions -the 119R for 
rack -mount and the 119 in leatherette carrying case. 
The unit is rated for power outputs of 150, 250 and 350 
watts into loads of 8, 4 and 2 ohms, respectively. The 
equalizer section is a nine -band system with frequency 
centers of 50, 100, 200, 400, 800, 1.6 K, 3.2 K, 6.3 K and 
12.5 K ohms. Each band is handled by a front -panel 
slider with an indicated boost and cut range of ±12 dB 
There are detents at the zero -dB markings. 

In addition to the EQ sliders, the unit's front panel 
contains an input level control and four 2- conductor 
jacks for headphone output; direct input to the power 
amp (bypassing the EQ section); output from the 
equalizer; input to the equalizer. The EQ -OUT jack 
may be used to access the equalized signal for feeding 
it to additional amplifiers or other processing 
equipment. Plugging into this jack does not affect the 
signal fed to the power amp section, and the signal 
level here is not affected by the input level control. 
Other front -panel features are the power switch and 
the LEDs which show power -on and amplifier 
limiting. 

Speaker systems may be connected via two phone 
jacks at the rear. As a convenience, the amplifier's 
power ratings for 2 -, 4- and 8 -ohm loads are printed 
next to the jacks. The rear also contains the amp's 
circuit -breaker reset and the AC power cord which is 
fitted with a three -prong (grounding) plug. 

Test Results: Both the power amp and the equalizer 
sections of the model 119 were tested. Data on the amp 
are listed in the "Vital Statistics" table; action of the 
equalizer is shown in the accompanying graphs. With 
a few minor exceptions, all published specifications 

were met or on some counts, exceeded in our tests. For 
instance, measured output power into an 8 -ohm load 
was a jot higher than spec'd; a bit lower into a 4 -ohm 
load than spec'd. (Apropos of this, we note that the 
published spec lists 250 watts as the maximum power 
before clipping into a 4 -ohm load, while for THD with 
a 4 -ohm load the power listed is 200 watts. In keeping 
with our normal practice, we used the 250 -watt figure 
for our THD measurement which probably accounts 
for the difference in THD figures here.) The amp 
obviously employs a rather "stiff" and well -regulated 
power supply which accounts for its exhibiting very 
little dynamic headroom (0.2 dB above its continuous 
power rating). Nevertheless, with an amplifier 
capable of delivering as much as 350 watts of power 
into a 2 -ohm load, we doubt that the question of 
dynamic or music power versus continuous power 
rating would ever come up in actual use situations. 

The design philosophy of this amp, which is intended 
for pro or commercial applications, is not the kind that 
comes up with the "super specs" common to some 
domestic or "hi -fi" amplifiers. Biamp uses enough 
negative feedback to insure inaudible distortion levels, 
but not so much as to get down into the "decimal- point- 
followed -by- several zeroes" class of distortion ratings 
(that often are accompanied by instability with 
difficult speaker loads, and by dynamic forms of 
distortion). The amp was tested for twin -tone IM 
distortion, using a 9 -kHz and a 10 -kHz twin -tone test 
signal. The distortion components that did show up 
were near the top of the audio spectrum, and their 
equivalent rms values were calculated to be about 0.22 
percent, which still is really quite low. 

The boost and cut characteristics of one of the nine 
equalizer bands (the one centered at 1.6 kHz), as shown 
in Fig. 2, came very close to the specified 12 dB in each 
direction. Successive superimposed plots of the total 
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Fig. 1: Biamp 119: Block diagram of the unit. 

boost and cut characteristics of all nine bands, plotted 
with our spectrum analyzer, are shown in the 'scope 
photo of Fig. 3. The uniform pattern on both sides of the 
zero -dB line speaks well for the design and effective- 
ness of the EQ section. 

General Info: Dimensions of the model 119 are 203/ 

inches wide; 7 inches high; 12'/ inches deep. Weight is 

31 lbs., 3 oz. Dimensions of the model 119R are 17 

inches wide; 5'/ inches high; 93/ inches deep. Its weight 
is 25 lbs., !! oz. Price: $545.00. 

Individual Comment by L.F.: At first I thought 
it a bit odd for a company to have combined a graphic 
equalizer with a power amplifier. Upon reflection, 
however, and after working with the unit for a few 
days I concluded "Why not ?" The combination of amp 
and equalizer began to make sense, since these days 
almost every sound -reinforcement system used in 

Fig. 2: Biamp 119: Boost and characteristics of the 1.6 

kHz control. EQ section of the model 119. 

FR 

EO OUT 

HEADPHONES 

AMP OUT 

AMP OUT 

10dB/D L+11.9dB R-12.1dB 1.9SkHz 

Fig. 3: Biamp 119: Overall boost and cut characteristics 
of nine -band equalizer section. 

-ir 

Fig. 4: Biamp 119: Twin -tone (9 kHz & 10 kl-iz) test 

signal (at center of screen) produced IM components 
at right, which amounted to a net percentage of 0.22 °0. 
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BIAMP SYSTEMS 119 EQUALIZER /AMPLIFIER: Vital Statistics 

PERFORMANCE CHARACTERISTIC MANUFACTURER'S SPEC 

Continuous power for rated THD 
8 ohms, 1 kHz 150 watts 
4 ohms, 1 kHz 250 watts 

FTC rated power (20 Hz to 20 kHz) NA 
THD at rated output 

1 kHz, 8 ohms 0.15% 
1 kHz, 4 ohms 0.2% (at 200 watts) 
20 Hz, 8 ohms 0.15% 
20 kHz, 8 ohms 0.15% 

IM distortion, rated output 
SMPTE 0.3 
CCIF 0.15% 
111F NA 

Frequency response @ 1 watt for -1 dB 10 Hz to 40 kHz 
Signal -to -noise ratio re 1 watt, 

"A" wtd, IHF NA 
Signal -to -noise ratio re rated output, 

"A "wtd 100dB 
Dynamic headroom, IHF NA 
Damping factor @ 50 Hz NA 
Input sensitivity, 

IHF NA 
re rated output NA 

Slew rate (volts /microseconds) 30 
Power consumption, idling; max NA: 1200 watts 

"live" P.A. work does end up needing some degree of 
corrective equalization if for no other purpose than to 
achieve maximum amplification levels without 
acoustic feedback. 

Of course, configured as it is just ahead of the power 
amplifier section of the 119, the equalizer circuitry can 
serve only as an overall system tone modifying device. 
If you have multiple microphone inputs on a console, or 
even going to a simple mixer, you need varying 
amounts of EQ for those individual input channels that 
would sti Il have to be provided by controls on the mixer 
or by individual EQ devices. Still, I found the idea of an 
overall equalization system coupled to an amp to be 
worthwhile, especially as executed in the Biamp 119. 
As shown in the block diagram, you can feed the output 
of a separate mixing console into the EQ -IN jack of the 
119, which sends the signal through the equalizer and 
then to the power amp. Or, you can feed your signal 
directly to the AMP -IN jack, thereby completely 
bypassing the equalizer. If you do use the equalizer you 
also can extract the equalized signal from the EQ- 
OUT jack for monitoring purposes or for feeding to 
other power amps. Since the master gain control of the 
system comes after the EQ section, you do not have to 
turn up gain on the amp (and feed the house speakers) 
while adjusting EQ settings if you don't want to. 

Individuál Comment by NT.E.: The functional 
design and control layout of the Biamp 119 are very 
aptly suited for the product's use in a high -powered 
monitor system in which the user wants not only clean 
output wattage but a handy facility for listening to the 
sound and making corrections as needed via the built- 

LAB MEASUREMENT 

154 watts 
243 watts 
145 watts 

0.12% 
1.0% (at 250 watts) 
0.6% 
0.35% 

0.47% 
0.04% 
0.22% 
3.5 Hz to 54 kHz 

96 dB 

110 dB 
0.2 dB 
35 

0.16 V 

1.95 V 

confirmed 
97; 600 watts (@ 4 ohms) 

in equalizer. The headphone jack, which is wired in 
parallel with the speaker jacks, lets the operator hear 
what the audience hears simultaneously. And the 
added flexibility provided by the EQ -OUT and the 
direct AMP -IN jacks allows the user to bypass the 
built -in equalizer while retaining the option of feeding 
an equalized signal to other amplifiers and /or signal 
processing units. 

This multi -purpose functionalism would be less than 
exciting, of course, in a combination unit that 
compromised -as a consequence of the combination - 
the performance of either the amp or EQ sections. 
Happy to report, both sections in the model 119 are up 
to expectations in terms of the anticipated uses of the 
device for pro or commercial situations, many of which 
could well use the facilities of both a good amplifier 
and a competent equalizer but might balk at the need 
to buy and install two separate units for these 
functions. 

It should be pointed out that Biamp's model 619 has 
the same amplifier and equalizer sections as in the 119, 
but in addition the 619 offers a built -in six -channel 
mixer, a self- contained reverb system, inputs for tape 
and phono signals, line -level output for effects units 
and outputs for tape- recording. Both the 619 and the 
119 arrived at MR &M, but we measured only the 119. 
We did, however, inspect both units and can offer the 
comment that both have well- constructed innards 
using high -quality components. The excellent layout of 
the circuit boards and the modular construction of the 
amplifier sections should make servicing easy if it ever 
is needed. And from the way these units look, that 
should be most unlikely for a long time to come. 
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GRO VE VIEWS Reviewed By: 
ROBERT HENSCHEN 
ELLEN ZOE GOLDEN 
NORMAN WEINSTEIN 
JOE KLEE 

MARVIN GAYE: Midnight Love. [Mar- 
vin Gaye, producer; Mike Butcher, 
engineer; John Kovorak, remix engi- 
neer; recorded and mixed at Studio 
Katy, Ohaine, Belgium.] Columbia 
FC 38197. 

Performance: Sweet and sexy 
Recording: State -of- the -art R &B mix 

Marvin Gaye's 20 -year career could 
be viewed as a history of soul music 
in microcosm. His '60s output with 
Motown typified the swinging happy - 
go -lucky approach of R &B singers of 
the day. Gaye was alternately tough/ 
gritty and sweet /sensual, able to rock 
'em or swoon 'em. In the '70s, Gaye 
defied Motown's laissez faire attitude 
by recording some of the most potent 
black message music ever put down 
on vinyl, and scoring some of his 
biggest hits in the process. As the "me 
decade" rolled along, Gaye returned 
to providing music for making love 
by, maintaining both his perform- 
ance quality and the level of public 
adoration he's always enjoyed. Then 
the bomb fell. 

In the late '70s, Gaye declared 
bankruptcy, underwent a painful 
divorce, and chronicled it all in his 
last Motown album, In Our Lifetime. 
Although a hit, it was hardly his 
biggest, which, perhaps, is why we 
now find Marvin Gaye on a new label, 
Columbia, singing those sexy love 
songs that he does best. Midnight 
Love is Marvin Gaye putting his still - 
exceptional vocal cords to the test 
once more and passing with flying 
colors. And Gaye, as always, is right 
on top of the art of recording -this is 
as contemporary an album as one will 
find in the R &B market. 

From the first notes of "Midnight 
Lady," the opening track, it is 
apparent that Gaye hasn't fallen out 

of step with studio breakthroughs. 
The sound is crisp and driving, the 
rhythms danceable. Gaye is in con- 
trol on the LP, not only writing and 
producing all of it, but providing 
most of the percussion and synthe- 
sizer that dominates the mix. 

Gaye isn't saying all that much on 
Midnight Love- there's no "What's 
Going On" to compete with today's 
equivalent, say, Grandmaster Flash's 
"The Message" -but Gaye works 
hard at lending his familiar emo- 
tional edge to the "let's get down" 
lyrics he's written. And anyway, will 
his audience mind if Gaye just rocks 
'em without getting heavy about it? 
Wouldn't they rather hear that his 
heart is theirs than that the cities 
are burning? "Sexual healing is good 
for me," sings Gaye in the album's 
first hit single, and you can bet his 
legion thinks it's good for them, too. 

Gaye appears to be balancing his 
roles as producer and artist gently, 
allowing neither his songs or the 
backup he gives them, to take over 
from his voice itself. But then, if 
you're listening to Marvin Gaye for 
his drumming and not his seductive 
singing, maybe you're a little weird, 
anyway. 

INSTITUTE OF 
AUDIO /VIDEO 
ENGINEERING 

OFFERING DIPLOMA PROGRAMS IN 

RECORDING ENGINEERING 
(AUDIO & VIDEO) 

Also Forming: 

4 WEEK INTENSIVE 

WORKSHOPS IN 

RECORDING ENGINEERING 

Two In -House State -Of- The -Art 
24 -Track Recording Studios 

Faculty Members Are Leading 
Recording Industry Professionals 

Internship /Placement Assistance 

Professional Working Environment 

Write or Call for Brochure 

INSTITUTE OF AUDIO /VIDEO ENGINEERING 
1831 Hyperion Ave. 

Hollywood, California, U.S.A. 90027 
(213) 666 -3003 

CIRCLE 34 ON READER SERVICE CARD 

Compress /Limit /De -Ess and Noise Gate/Key /Duck 
-Two Channels /Push Button Stereo /Independent Tracking- 

The CLX -2 is the most versatile two channel compressor/limiter /expander 
you have ever seen. We use the BEST Voltage Controlled Amplifier mailable; 
the EGC -101 and the latest Feed Forward design technology to produce the 
most natural and musical sounding compression and noise gating obtainable 
at any price. Knee type compression switchable in or out. 

Write for a 24 page brochure on our full product line and a demo record. 
Send S1 to: LT Sound, Dept. MRX, PO Box 338, 

Stone Mountain, GA 30086 Phone: (404) 493 -1258 
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The Affordable 

Digital Real Time 
Third - Octave 

Spectrum Analyzer 
Full 30 Bands Six Memories Quartz 

Controlled "Switched Capacitive Filtering" 
to eliminate drift Ruggedized for Road 
Use Microprocessor Controlled Built -in 
Pink Noise Source "Flat" "A :' or "User De- 
fined" Weighted Curves may be employed 

ROM User Curves Available. 

!! 

MODEL 30 
e 

Affordable at just $1895.00 
GOLD LINE 

P.O. Box 115 West Redding, CT 06896 
(203) 938 -2588 

SEND FOR COMPLETE LITERATURE: 

NAME 

COMPANY 

STREET 

CITY 

STATE ZIP 
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JAZZ AS SHEER EXHILARATION: 
CLIFFORD BROWN 

AND JACK WALRATH 

By Nat Hentoff 

Clifford Brown was as incapa- 
ble of making a bad recording as 
he was of being mean -spirited to 
anyone. Some of his sessions are 
indispensable to any jazz collec- 
tion. But now, Elektra /Musician 
has released the very best album 
by Brownie -ever. And it's being 
issued for the first time, from the 
private collection of Mrs. Clifford. 

It's a private recording made in 
1956, the year Brownie was killed 
in a car crash at the age of thirty - 
six. He was co- leading, with Max 
Roach, a quintet that also included 
Sonny Rollins, pianist Richard 
Powell, and bassist George Mor- 
row. I remember Max telling me 
once that he had some private 
tapes of this combo that would 
astonish people, and it's now clear 
that Max was understating the 
case. 

In Pure Genius, Volume 1, 
everyone in the group is cooking, 
as used to be said of deep collective 
swinging. But Brownie in particu- 
lar is a source of constant wonder 
and great pleasure. The long, 
lyrical, continually fresh lines; the 
crisp, crackling rhythmic assur- 
ance; the fullness of tone along 
with the swift play of color - 
nuances; and the sheer exhilara- 
tion with which Brownie made 
music. It was more than energy, of 
which he had an abundance. 
There was a lyrical ardor, a cease- 
less joy in the act of music. 

Since this was a private collec- 
tion, it's not full -fledged state -of- 
the -art fidelity: but Max Roach, 
along with engineer Art Shifrin, 
has so restored the sound that once 
you start listening to Brownie, you 
won't care about anything but 
Brownie. 

A current illustration of jazz as 
exhilaration, alternatively ex- 
plosive and tender, is Revenge of 
the Fat People (Stash Records). 
The leader is trumpeter Jack 
Walrath, who served a key period 

of his apprenticeship with Charles 
Mingus, one of the toweringly 
passionate expanders of the jazz 
idiom. 

To begin with, I have never 
heard Walrath play -live or on 
record -with as much soaring, 
compelling authority as he does on 
these tracks. His sound and his 
ideas seem to have both broadened 
and deepened, and so this set 
should be a valuable breakthrough 
for him in terms of alerting the 
jazz audience to the coming -of -age 
of a significant jazz voice. 

In selecting his sidemen for this 
set, Walrath clearly knew which 
players were most likely to stretch 
him while also challenging each 
other. Ricky Ford, another Mingus 
alumnus, is on tenor; Mike Clark, 
whose credits include Woody 
Shaw and Joe Henderson, is on 
drums; Michael Cochrane, a lucid 
and consistently imaginative pi- 
anist, had worked with Sonny 
Fortune and Hannibal Marvin 
Peterson, among others; and bass- 
ist Cameron Brown's experience 
encompasses stays with Dannie 
Richmond and Art Blakey. 

They all take fire, collectively as 
well as in solo flights, and the 
result -on every single track -is 
marvelously exciting, body -shak- 
ing jazz. And the quality of sound 
is just as high- spirited and aline! 
All in all, one of those very rare 
dates when everything worked - 
together. 

CLIFFORD BROWN AND MAX 
ROACH: Pure Genius Volume 
One. [Max Roach, producer; Res- 
toration Engineers, Art Shifrin, 
Bruce Leek.] Elektra Musician/ 
Jazz Masters Edition EI- 60026. 

JACK WALRATH: Revenge of the 
Fat People. [Jack Walrath, pro- 
ducer; Jimmy Madison, (engineer). 
STASH RECORDS INC., P.O. Box 
390, Brooklyn, N.Y. 11215. 
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(CT ASSIFIlizr .ADS 
Portable Equipment, UHER, Sony, Senn - 
heiser, AKG, Audio -Technica. Send 
SSAE; Model, Quantity. Carpenter Sound, 
Box 1321, Meadville, PA. 16335 -0821. 

GIANT CUSTOM ALUMINUM MIC/ 
SPEAKER STAND: range 5 -40', 4 adjust- 
able legs, weighs 30 pounds incl. 8" dia x 

50" carrying case. NEAR COINCIDENT 
"PZM" MIC ARRAY: can be set up as 
O.R.T.F., D.I.N., or N.O.S., can be flown or 
stand mounted, only 13 pounds, 4' x 6' 
folds to 4" x 18" x 48 ". "RECORDING - 
QUIET PLEASE ": lighted sign for location 
recording, 3 position remote switch (on- 
off- flashing), controls audience noise and 
applause. Contact M. E. Lamm, 15415 W. 

Antone Circle, Houston, TX 77071. 

MUSIC INDUSTRY DIRECTORY 
The most powerful book in the music 
industry -THE OFFICIAL TALENT & 

BOOKING DIRECTORY lists thousands 
of names, addresses and phone numbers 
of recording artists, managers, booking 
agents, record companies, talent pro- 
moters, concert facilities, services and 
more! For FREE information, write to 
Talent & Booking, P.O. Box 2772, Dept. N, 

Palm Springs, CA 92263. 

101 RECORDING SECRETS MOST EN- 
GINEERS WON'T TELL, $7.95. TUNE - 
TRONICS, P.O. BOX 88, NO. HACKEN- 
SACK STA. NJ 07661. 

FREE your copy of yesterday's prices on 
the industry's leading Pro Audio and 
Stage Lighting Equipment and Acces- 
sories. Mixers, amps, equalizers, mics, 
lights, dimmers, lamps, gel and much 
more. Check our prices before you buy. 
All -Pro Audio and Lighting. P.O. Box 
3992, Centredale, RI 02911. Big Savings 
from the Smallest State. 

FOR SALE: MCI JH110 8 -track recorder, 
MCI JH10 16 -track recorder. Tangent 
console 3216,16 x 16, with patchbay, Otari 
MX5050 4- track, dbx -216 16- channel 
noise reduction, various outboard gear. 
(314) 445-5728. 

FOR SALE: 1 -pair JBL 4311B monitors 
used $350. 1 -pair JBL 4312B monitors 
mint $450. 1 -pair JBL4312B monitors new 
$475. Barney (614) 268 -5643. 

OP -AMPS 

SIG- #NE5534 -N -(LOW NOISE OP -AMP) 
$1.10 ea. SIG-#NE5534-N-SB- (BURNED- 
IN & TESTED) $1.20 ea. LIMITED QUAN, 
MINIMUM ORDER 100, COD FROM EFC, 
P.O. BOX 11291, SAN FRANCISCO, CA 
94101. 

MCI JH100 24 tr. c/w Autolocator and 
spare 16 tr. Head Stack -$16,500. (U.S.); 
Also AKG BX20E Reverb -$2,000: 2 

Ampex AG440 2 tr. in console $1650; 1 pr. 
Altec 604 Studio Monitors $1,200; Audio 
Design Scamp Rack c/w power supply 
and 9 modules -3 sweep eq.; 3 comp./ 
limiter; 3 exp. /gate -$3,200. All in excel- 
lent condition. Contact Solar Audio (902) 
463 -5557 (Canada). 

BLANK AUDIO & VIDEO CASSETTES: 
Direct from manufacturer: Below whole- 
sale: Any length cassettes, for different 
qualities to choose from. AMPEX & AGFA 
MASTERTAPE: from 1/4" to 2 ". Cassette 
duplication also available. BROCHURE. 
ANDOL AUDIO PRODUCTS, INC. 4212 
14th AVE. DEPT. MR, BROOKLYN, NY 
11219. TOLL FREE #1- 800 -221 -6578. NY 
RESIDENTS (212) 435 -7322, ext. 2. 

FREE CATALOG!! Complete Selection of 
Consumer And Industrial Audio /Video 
Tape And Accessory Products. COM- 
PETITIVE PRICES! PROMPT DELIVERY! 
Corporate /Bid Solicitations Welcome 
Wyco Sales, P.O. Box 887, Cary, NC 
27511. (919) 467 -8113. 

Auditronics 501 console, 16 x 16; Yamaha 
PM 1000, 16 x 4; JBL 4320 monitors. (214) 
793 -4116. 

Audiohouse makes the highest quality 
cassette copies in real time from your 
master tape. Guaranteed lowest rates. 
From 10- 10,000. Call collect 1- 303 -751- 
2268. 

"C -24, M49 and other old mics and used 
gear for sale (415) 441 -8934 or (415) 527- 
6167." 

Wanted: McIntosh, Marantz tube ampli- 
fiers. EMT 927DST, 930ST. Western 
Electric tubes, amps, mixers, micro- 
phones, drivers, speakers, horns, others. 
Tel: (213) 576 -2642. David, P.O. Box 832 
M.P. CA 91754. 

LOWEST PRICES ANYWHERE! 

Don't buy anything until you havechecked 
our prices. Guaranteed to be the lowest 
anywhere! Send for our free listing. Audio 
Systems Corporation, P.O. Box 17562 San 
Antonio, TX 78217. Dept. MR (512) 824- 
6402. 

WANTED: Shure SR -107 10 Band EQ in 
good to excellent shape. (313) 544 -3046. 

WANTED: McINTOSH, MARANTZ, WEST- 
ERN ELECTRIC TUBE TYPE AMPLI- 
FIERS, PREAMPS, JBL HARTSFIELD & 

EV PATRICIAN SPEAKERS, (713) 728- 
4343, MAURY CORB, 11122 ATWELL. 
HOUSTON, TX 77096. 

TASCAM 40 -4, TASCAM model 5A, dbx 
165, ORBAN 111b, AKG BX20E, BEST 
OFFER (303) 751 -2268. 

Audiohouse sells, Ecoplate, EXR Exciter, 
Micmix, Symetrix, Valley People at the 
lowest prices. (303) 751 -2268. 

LIQUIDATION: JBL 2441 DIAPHRAGMS 
New $79 ( 42 each), New JBL E -140 15" 
speakers $129 ( 28 each). Barney (614) 
268 -5643. 

WANTED: PIONEER RT- 2022/2044 RE- 
CORDER AND ACCESSORIES. CALL 
ED; (518) 725 -5711; 9 -5. 

For Sale: Audio Marketing "Big Reds" 
studio monitors with Mastering Lab 
crossovers, $800 pr. Soundworkshop 262 
reverb, $350. (701) 663 -5331. 
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PRODUCTS 

EQUIPMENT 

SERVICES 

Classified Rates 

750 per word 

Minimum 10 words. 

Copy must be received 

at Modern Recording & 

Music, 1120 Old Country 

Road, Plainview, NY 

11803 by the 1st day 
of the 2nd month prior 

to cover date (for 

example, the April 

issue closes February 

1 stj. Payment must 

accompany order. 

Phone numbers count 

as 1 word. Zip codes 

are free. 

DISPLAY 

ADVERTISING 

$115.00 per column inh, 
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NA ERN 
fraWo RIDING 

fff MIUIIC 
Because you are ... creatively involved in how sound 
is produced and reproduced, and are serious about 

creating and recreating music both live and recorded. 
Modern Recording & Music can help 

you develop your talent. Subscribe Now. 

i i`tt` 

Gu10O DCRVA 

f2CCOO f2DIING 
AusIIc 

1120 Old Country Rd. 
Plainview. NY 11803 
(516) 433 -6530 

I wish to subscribe renew today and save $16.00. 
$15.00 for 12 issues -Save $8.40. $26.00 for 24 issues -Save $20.80. 

Check money order enclosed for the amount of $ 

My account number is: Visa Mastercharge 

Name 

Address 

011C 

lIIIIIIIIIIIIIll 
Exp. Date 

City State Zip 

(Foreign subscribers add D3 

for each pear. Foreign subxrrip- 

tlons payable ONLY in C S funds 
ht i nlernational draft or none order.) 

SUBSCRIBER SERVICE 

CHANGE OF 
ADDRESS 

Planning to move? Please let us 
know six weeks in advance so 
you won't miss a single issue of 
MODERN RECORDING. 
Attach old label and print new 
address in space provided. Also 
include your mailing label 
whenever you write concerning 
your subscription to insure 
prompt service on your inquiry. 

MODERN RE(ORDING 
I I20 Old ( uunt) Road 

l'laim iew. N1 1 1803 

s 

New Address Here 'Nov 

Name 

Address 

City State 

Date -- Zip 

Please print 

MODERN RECORDING & MUSIC 

www.americanradiohistory.com

www.americanradiohistory.com


WHEN STEVE SMITH 
HIS ZILDJIANS,YOU'RE IN 

FOR AN EXCITING JOURNEY. 

RIDES 

Stev - grew up just 
around the comer from 
The Zildjian factory. Cf 
course, for the past few 
years he hasn't been 
around all that much, 
what with his touring 
with Jean Laic Ponty, 
Ronne Mantr ose and 
of course the enor- 
mously successful 
group, Journey. How- 
eve:, recently Steve 
took a break in his 
wild schedule and had 
a chance to s :t down 
ant talk with us. 
On Starting Out. 
I stated cut playing in 
the fourth grade when 
I was nine years old 
and iad a really good 
teactier. When I was in 
high school I got serious 
about playing and 
go. a job as a paper ooy 
to save money to buy 
cymbals. My teacher 
used to bring me to the 
Zildjian factory so I could go in and pick out my 
own set of cymbals"' 
On Rock and Roll. "After college I had a lot of 
experience playing jazz and fusion and I had vir- 
tually no experience playing rock and roll profes- 
sionally except for some high school rock things. 
I really wanted to follow that direction, because 

nowadays a drummer has 
to play rock and roll as well 
as jazz in order to be well - 
rounded as a musician" 
On Zildjians. "The kind of 
music we play with Journey 
demands a lot of power. I've 
found that the cymbals in 
the Zildjian rock line are 
the only ones that can 

Flying high with the success of Journey, Steve Smith is one 
of the most versatile and talented drummers in music today. 

CIRCLE 11 ON READER SERVICE CARD 

really do the job for me - 
that can carry the big 
halls and not sound thin. 
Zildjian cymbals have 
extraordinary projec- 
tion but at the same 
time they have this 
wonderful, full musical 
tone. I also particularly 
like the Ping Ride - 
I got my first one back 
in the eighth grade and 
I've been playing one 
ever since" 
On Career. "You know 
if you should get into 
music. It's something 
you can just feel. If you 
have to ask yourself the 
question, then don't 
bother. Being a musi- 
cian isn't just a career 
it's a way of life. 

"I find that most suc- 
cessful musicians don't 
think about success as 
much as they think 
about being a good 
player or songwriter. 

To try to focus on success is a little too contrived 
and usually just doesn't work" 

If you're a serious drummer, chances are over- 
whelming that you, like Steve, are already play- 
ing Zildjians. Zildjian: a line of cymbals played by 
drummers on six continents -a line of cymbal - 
makers that spans three centuries. 
r 

For your copy of the full color Zildjian Cymbals and Accessories 
Catalog and Cymbal Set -Up Book of famous drummers see 
your Zildjian dealer or send $4.00 to Zildjian, Dept. 12. 
Avedis Zildjian Company, Cymbal Makers Since 1623. 
Longwater Drive, Norwell, Mass. 02061, USA 

Name 

Street 

City State_ Zip 

Zis4 
h e only serie he only serious choice. 
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Start a Studio. 
Under X400. 

The TASCAM MM-20 Mixer is the 
heart and the start of a professional 
quality four -track recording system, 
which uses the same quality compo- 
nents as our larger systems. 

And you can start recording with it 

today for under $400. 

We were able to keep the price so 

reasonable by taking the unconven- 
tional, and extremely logical step of 
replacing all the switches - which are 
expensive and have fixed, limited logic - and replacing them with patch 
points all along the signal path. 

The MM -20 incorporates four line 
inputs and two XLR transformer isolated 
microphone inputs. Need more mics? 
Add them four at a time with our EX -20 
mic expander. You've also got six out- 
put busses, ready to change with the 
job just by changing the patches. 

When you go from basics to overdubs 
to remix, again, just repatch. 

When you need EQ, plug in our four - 
channel, three -band PE -20 Parametric 
Sweep type equalizer. For extreme flexi- 
bility in shaping sound. 

And to read signal outputs anywhere 

in the system, patch in our MU -20 
Meter Bridge with its four VU -type 

averaging meters and peak LED's. 

There's a lot more to this ingenious 
system. Just visit your TASCAM dealer. 

Or, write us for details. 
So if you're going somewhere in 

recording, look into the mixer that 
can grow there with you. 

COPYRIGHT 1982 TEAC CORPORATION OF AMERICA 
7733 TELEGRAPH ROAD, MONTEBELLO, CA 90640 
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