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We now have four Soundtracs® M Series desks which we use on gigs where the
Gamble console is not economically viable. We all love the versatile features of the
Soundtracs® desk, particularly the sonic excellence of the EQ. Our reputation is built
on performance and reliability, and this reflects in our choice of equipment. Now we're
looking forward to using the Soundtracs® MC Monitor desk with our stage monitor
systems.
We don't just endorse Soundtracs® products, we earn a living from them.
The Mseriesfeatures: /
240r32inputmodule Mainframe. / PePeAe .
4Band Eq. with 2 sweepablemidranges. Riverside, California.
6Auxillary sendswith switchable pre-post
fade andselectablepre-postEq.
Fourway matrix oneachsubgroup
THE M SERIES BY switchable pre/post fade.

Stereoreturntomasters.
Faderreverse.
Eq.ongroupoutput.

Permanent access to all eight busses for effects
returnswithEq.option.
Fullmonitoring ofgroups, solo,
and auxillaries.
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Soundtracs Inc. /45 One Hundred and Ninith Street, Atlington, Texas, /6011 Tel (81/7) 6405519
MCI Intertek Inc. 745 One Hundred and Ninth Street, Arlington, Texas, 76011. Tel (817) 640 6447
Omnimedia Corporation, ktd. 3653 Cote de Liesse, Dorval, Quebec HIP TA3. (514} 636 9971




DREAM MACHINE.

If mastering or post production is your business, our new
MTR-20 is your dream machine. It's the orlv new %2 " four-
channel with 14" reels, to give you one hour zecording at 15 ips.
It also comes in ¥ * eenter-track time. code, % " two-channel,
and Y " two-channel versiors. And, the MTR-20 features
Otari’s exciusive Auto-Alignment for fully automatic calibration
of record adjustments.

You can pregram the “20” to fit your personal style, with over
400 different set-ups. These range from controlled wind speed
to a complete re-ordering of the transport control buttons—you
can even make it left-handed if you want! You see, there are so
many different applications for the MTR-20 that, rather than
lock you into just one mode, we let you configure the machine
to your specific needs.

Call your Otari dealer today. and wake up to the Dream
Machine temorrow. From Otari: The Technology You Can
Trust, Otari Corporation, 2 Davis Dr., Belmont, CA 94002.
(415) 592-8311 Telex 9103764890.

OTARI,
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This month’s cover: Digital Services Re-
cording in Houston, Texas. The facilitv is
equipped with both analog (Otari MTR 90
II) and digital (Sony PCM-3324) 24-track
recorders, a Solid State Logic 6000 series
console, and the only Sony PCM-1610/DAE
1100 digital audio editing system in the state.
The studio was designed by Russ Berger of
the Dallas-based Joiner-Rose Group, and
combines LEDE and RPG Diftusor technol-
ogy. Photo by: John Henry Childs.
Corner photo of Stevie Wonder

by Mr. Bonzai.
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FROM THE EDITOR

At one time, recording schools
were looked upon by audio professionals as a second class
way to enter the recording industry. The real prize employ-
ees were those who came in off the street with that surpris-
ing combination of talent and dogged persistance. Those
were the ones who seemed to click with the artists and
quickly rise to become the heavyweight engineers and
producers.

Many studio owners used to think that recording schools
and programs did more harm than good, giving the student
an impractical education and presenting an unrealistic view
of the industry and the job prospects.

Increasingly, though, the role of the educational institution
in this industry has become more clear. As the technology
of computers and digital audio has washed through the
recording studios, that entry level engineering position
(which might previously have required little more than the
ability to answer a telephone, fetch sandwiches and learn
quickly) now demands an arsenal of understanding. The job
seeker who doesn't understand computers and program-
ming, MIDI, basic acoustics, microphone techniques, music
theory, audio and electronics, now finds a place much
closer to the end of the line when it comes to applying for
the "good” job openings.

As the professional stature and demands of our industry
progress, this interdependence between schools and studios
will increase, and it is essential that a strong dialogue con-
tinues between the two. Studios must let educators know
what they need in the way of pretraining, so the schools can
include future technologies of increasing importance in stu-
dio operations—such as advanced storage systems, CD-I
and information management—and help to build the stu-
dio’s ability base with well-prepared entry level employees.

In this, our annual education issue, we include listings of
many of the training institutions that are supplying the talent
pool for the engineers, producers and managers of tomor-
row's industry.

Keep reading,

David M. Schwartz
Editor/Publisher



URRENT

Philips/Polygram Form Joint
CD-I Venture

Polygram B.V. International and the
Corporate Group Home Interactive
Systems division of Philips Internation-
al have formed a joint venture named
American Interactive Media, Inc. (AIM)
in order to initiate future joint venture
relationships with companies to de-
velop software for the new CD-Interac-
tive systems.

AIM will be a primary early devel-
oper of CD-], a format that can simul-
taneously integrate audio, visual and
text/data functions for real time, inter-
active applications in areas of enter-
tainment, education and training, and
professional/industrial situations. The
new company will seek out other or-
ganizations best equipped and tech-
nologically ready to produce original,
marketable CD-I software. They will
also assistin the design, development
and production of software and con-
sult on the marketing and distribution
of CD-l titles.

Top managementof AIM consists of
Gordon Stulberg, chairman and chief
executive officer, who also serves as
president of PolyGram Corporation,
USA, and of Balcor Entertainment
Corp., and Dr. Bernard ]. Luskin, pres-
ident and chief operating officer, a
former executive vice president and
treasurer of the American Association
of Community and Junior Colleges.

Other key vice presidentia! posi-
tions are held by Raymond C. Ashton,
Susan R. Baker and Mark J. Fine. A
former executive vice president of in-
teractive videodisc specialists Systems
Impact, Inc., Ashton will work with
potential partners in the education,
self-help and professional markets.
Baker, who consulted on the produc-
tion of prototype interactive videodiscs
for North American Philips: Subsys-
tems and Peripherals, Inc., will spe-
cialize in the commercial, training and
professional markets. Fine has joined
AIM to concentrate on entertainment
applications for the CD-I system, after
a stint at PolyGram Records as assist-
ant to Russ Regan, the executive in

charge of West Coast A&R.

AIM is headquartered at 11111 Santa
Monica Blvd,, Suite 700, Los Angeles,
CA 90025, (213) 473-4136.

SMPTE Standards
Group Formed

A special task force composed of
legal representatives from manufac-
turing and broadcasting companies
has been set up by the Presidential
Advisory Council of the Society of Mo-
tion Picture and Television Engineers
to pursue the establishment of more
timely domestic and international in-
dustry standards. Society President
Harold]. Eady lauds the establishment
of the task force as a step in the direc-
tion of hastening "the standards-setting
procedures in light of all the new tech-
nology flooding the marketplace at
such a rapid pace.”

The most recent meeting of the task
force considered issues including the
Society's responsibility to the Interna-
tional Radio Consultative Committee
(CCIRY); the need fora composite stand-
ard; and the formation of one group to
study small format recording and an-
other to study cart machines. The task
force can bereached forinput through
SMPTE offices at (914) 761-1100.

HDTV Clears EBU Committee
The Technical Committee of the
European Broadcasting Union (EBU),
representing 28 countries, has unani-
mously adopted a position paper on
the future of High Definition Television
(HDTV). Their goal in establishing a
single standard for the future of HDTV
employs a specification in digital com-
ponent form with a direct relationship
to the parameters in CCIR Recom-
mendation 601, which was agreed on
by the CCIR (see above) in 1982. This
potential worldwide standard is re-
ferred to as the 1125/60/2:1 system
with 1920 samples/ active line, as giv-
en in CCIR document 11/499, and
specifies a 60Hz field frequency.
Two areas, beyond coping with the
50 Hz, 625-line European television
transmission considerations, remain.
The first is the feeling that an inter-
laced production standard may not

have sufficient headroom for the down-
stream processes associated with pro-
duction or transmission which may
be required for the television systems
of the next 30 years. However, sinte a
sequential studio standard is currently
not practical without reducing the
number of active lines below the 1000
considered as a minimum for HDTV
production, the way forward with re-
spect to this area of concern would be
to plan for the production standard to
evolve from an interlaced to a sequen-
tial member of a hierarchy as soon as
this is both technically and economi-
cally practical.

The second area of concern arises
from the plan of first establishing a
production standard in isolation from
the transmission standards. Until more
is known about the precise nature of
the means of broadcasting HDTV in
Europe, it is not possible to assess fully
the technical, economic or operational
consequences which may result from
a firm commitment to a production
standard at this stage.

CompuSonics to Demonstrate
Digital Video Recording

CompuSonics Video Corporation, a
partly owned affiliate of CompuSonics
Corporation formed in August 19885,
has announced their intention of dem-
onstrating a prototype removable flop-
py disk-based digital video recording
and playback system during the sum-
mer of 1986. Using the company’s
patented "CSX" digital video record-
ing technology, CompuSonics antici-
pates the eventual development of a
group of products that record, play-
back, edit and transmit digital video
and audio data.

According to CVC president, John
Stautner, the company is not currently
planning to manufacture and market
the systems. "Our plan is to demon-
strate the validity of the technology in
a number of applications, show it at
major industry trade shows, and li-
cense it to those manufacturers who
are equipped to manufacture digital
video/audio recording and transmis-
sion systems.”
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Studer 961/962: Small Wonder

It's a wonder how a console so small
can do so much ... and sound so
good!

The Swiss have a special talent
for making great things small. A case
in point: the new 961/962 Series
mixers from Studer. In video editing
suites, EFP vans, remote recording,
and radio production, these com-
pact Studers are setting higher stan-
dards for quality audio.

Sonic performance is impec-
cable throughout, with noise and
distortion figures well under what
you'd need for state-of-the-art digi-
tal recording. By refining and mini-
aturizing circuits developed for our
900 Series preduction consoles,
Studer engineers have squeezed
world-class performance into suit-
case size.

The 961/962 Series is fully
modular, so you can mix-and-match
modules to meet your require-
ments. The 961/962 features stereo
line level input modules with or

without 3-band EQ, plus mono mic/
line inputs and master module with
compressor/limiter. Other choices
include a variety of monitor, talk-
back, auxiliary, and communica-

tion functions. The 961 frame
holds up to 14 modules,
the 962 accepts up to 20.

Other new fea-
tures in the 961/962
Series include im-
proved extruded &=
guide faders, bal- :
anced insert points," J
FET switching, electronic mut-
ing, Littlite® socket, and multi-
frequency oscillator.

Thanks to its light weight, DC
converter option, and sturdy trans-
port cover, you can put a 961/962
mixer on the job anywhere. And,
with Studer ruggedness and relia-
bility, you can be sure the job will
get done when you get there.

Packed with performance and
features, 961/962 consoles will surely

Circle #003 on Reader Service Card

make a big splash in audio produc-
tion circles. Small wonder. Call your
nearest Studer representative for
more details.

With snap-on cover, mixer is road-ready in seconds.

STUDER

Studer Revox America, Inc.
1425 Elm Hill Pike/Nashville, TN
37210/(615) 254-5651
New York (212) 255-4462 » Los Angeles (818) 780-4234
Chicago (312) 526-1660 « Dallas (214) 943-2239
San Francisco (415) 930-9866




INDUSTRY

NOTES

Bill Mead has been promoted to the position
of director of special projects, Motion Picture
Division of Dolby Laboratories...Anne
Whedbee has been selected to fill the post of
advertising manager at Studer Revox Amer-
ica...Neil Muncy Associates, Ltd has
formed to consult in electroacoustic systems
at 109 Fieldwood Drive, Scarborough, Onta-
rioCanada M1V 3G3,(416) 298-3835. . .Na-
kamichi U.S.A. Corporation of Torrance,
CA, has announced the appointment of Mi-
chael Wuellner as product specialist for the
Professional Audio Division...Invisible
Products of Cambridge, MA and the Ave-
dis Zildjian Company of Norwell, MA has
announced the formation of a joint venture to
manufacture and market the patented line of
Invisible keyboard and amplifier stands and
accessories on a worldwide basis. . . Stefan
Kudelski was presented with the Loren L.
Ryder Award for outstanding technical con-
tributions to the field of motion picture sound
atthe recent Lyra Awards. . .Rick Hoffman
has been named operations manager of the
CFI Videotape Facility, in Hollywood...
Abe Hoch has been appointed to serve as
vice president of marketing at Audio Ana-
lysts USA Inc., in Plattsburgh, NY...The
University of Colorado at Denver, College
of Music has announced a Media/Studio
Orchestra Composition Contest, seeking un-
published music composed for a contempo-
rary studio orchestra. Winners get cash prizes
and have their works performed by the Den-
ver Symphony Orchestra. Call (303) 556-
2727 for more details...Ron Strom has
joined the Music Source recording studioin
Seattle as marketing director. . .Spectrum
Planning, Inc., of Richardson, TX, has
acquired the Washington D.C.-based Pyra-
mid Video, Inc,, and installed Dr. Indu
Singh as president of the operation. . .Ad-
vanced Music Systems, of Burnley, Eng-
land, recently presented with The Queen’s
Award for Export Achievement 1986, has
appointed John Gluck to take over sales
coordination of the company's product range
...AtGraceand Wild Studios, in Farming-
ton Hill, MI, Mary Cleary has been promoted
to director of marketing, Sheldon Brown
has been named technical operations super-
visor and Keith Neff has been promoted to
vice president and generalmanager. . . Sound-
tracs, of Surrey, England has added Simon
Phillips, formerly with ITA, to their technical
salesteam. ..The San Francisco Blues Fes-
tival, which claims to be the country’s oldest
ongoing blues festival, will take place Sep-

tember 13 and 14 at Fort Mason. The SFBF
employs a performer-sponsorship program
that allows companies and individuals to
sponsor a performer or act. Call (415) 826-
6837 for details. . .Electro-Voice, Inc. has
undertaken the distribution of University
Sound commercial sound loudspeakers and
accessories. . . Pristine Systems, Inc. has
expanded the distribution system for its Re-
cording Studio Management System com-
puter software to include Westec Audio/
Video Ltd. in New York City for the eastern
U.S. and Editron, in Melbourne, Australia. . .
Modern Visual Communications has
opened a comprehensive electronic art mu-
seum designed to feature multi- and single-
monitor video works, computer-generated
art, holography and other forms of electro-
art, located at 7229 Melrose Ave. in Holly-
wood. . . New England Digital Corporation,
manufacturer of the Synclavier Digital
Audio System, has appointed Mark Terry
asdirector of marketing. . .JBL Professional
has picked an artistadvisory board to develop
and test new products. Members include
Duane Eddy, Allan Holdsworth, Steve
Howe, Chuck Rainey, Keith Emerson and
Herbie Hancock. . .The Sony Video Utili-
zation Service has changed its name to the
Sony Institute and is now offering a large
number of television and video related work-
shops throughout the country. Call 1(800)
662-7669 for info. . .The Society of Motion
Picture and Television Engineers (SMPTE)
has announced a call for technical papers
for presentation at their Technical Conference
and Equipment Exhibit to be held October
25 through 29 in New York City. Call (914)
761-1100. . .Fred Muhl has been appointed
general manager for ElectroSound’s West
Coast facility in Los Angeles. . .SHAPE Inc.
has announced the appointment of William
W. Peck as division manager for SHAPE Opti-
media, the Compact Disc manufacturing
division of the company...Shelley A. Her-
man, formerly with Coast Recording Equip-
ment Supply in Hollywood, has joined BGW
Systems, Inc. assales manager. . .Pegasus
Studios, Ltd., a $1.5 million, 11,000 square
foot sound recording studio is being built at
Gasden Station, a new business park for the
entertainment industry in construction near
Tallahassee, FL. . .Jim Rhodes has been ap-
pointed audio product manager in Lenco's
Electronics Division...Collins and Lang
Broadcast Productions has opened a new
recording studio and offices at 156 Battery
St, in Burlington, VT. ..
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19/ outperforms that

well-known console,
for much less money.??

Compare features, specifications, sonic performance —
and dynamic automation options, and you'll agree. Key RCL
features: Fully parametric EQ on all 4 bands. Eight echo/ T
cue sends. Dual stereo mix buses. 60 segment LED
meters with spectrum analyzer. 24 track monitor, from 20
to 60 inputs. Field expandable trame. Three levels of

automation options.

Typical performance: Transformerless + 28 dB UK
outputs. EIN at —129 dB. Output noise at —86 dB. IM
distortion at 0.02% with VCAs. Crosstalk at —380 dB.
Wide band frequency response. Excellent RF immunity.

With prices starting at less than $50,000, it all adds
up to a professional studio console system offering an
unequalled performance/price ratio. Call or write for our ORtioRaIDEIFSders
comprehensive brochure.

Designed and built ir: U.S. A,
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United Kingdom: 1 ¥airway Drive, Greenford, MIDDX UB6 &PW « Phone (01) 578-0957 « Telex 923003
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NORTHWEST

AtMoonshine Studiosin Camptonville, CA
the former Supertramp studio had Keith
Gaudette laying tracks for the forthcoming
Anaconda project, with Chris Takacs engi

neering and producing...Cobalt Blue, the
working title of Randy Hansen’'s new band,
finished recording 12 songs at Steve Law-
son Productions in Seattle. Terry Date was
the engineer...Activity at Sacramento’s
SwingStreet Studios included Tommy Tu-
tone tracking his newest project with pro

ducer Craig Livaich and engineer John
Baccigaluppi...Chris Wilson was in at
Jopheir 12 Studio (Los Gatos, CA) working
on new material for his upcoming LP with
Colby Pollard at the board...The New
Santana Band was in at The Plant (Sausa-
lito) working on the tinal cut for their next
album on CBS Records. Engineering the pro

ject was Jim Gaines, assisted by Robert
Missbach; Carlos Santana producing...
Ducks Breath Mystery Theatre began work

ing on their newest comedy album engi

neered by John Altmann and produced by
Dan Koffee at Dave Wellhausen Studios
in S.F Also, Alex Dodkin and Nancy Vogl
both completed their latest projects, with
Woody Simmons as engineer...Non-Fic-
tion completed mixdown of their album pro

jectat S.F.'s Sound & Vision with engineers
Mike Molenda and Neal Brighton...At
Fantasy Studios in Berkeley, Frankie Bev-
erly & Maze completed mixing their new
album for Capitol Records. Beverly produced
and John Nowland engineered, with Dave
Luke assisting. Also there, the Kantner, Ba-
lin, Casady Band, recently signed to Arista
Records, havestarted an album. Jim Gaines
1s co-producing the LP with the band. Gaines
is engineering with Bob Missbach and
Dave Luke assisting...Jeft Finder's Syn-
tonos Recording in Berkeley had Bay Area
composerJosef Marc mixing The Nine Plan

ets, for a premiere in Madrid. . .

NORTH CENTRAL

I.R.S. recording artists R.E.M. recorded their
fourth LR scheduled for August 11 release, at
Belmont Mall Studios in Bloomington, IN.
Producer was Don Gehman; engineer, Greg
FEdward...ARS Recording Studio (Alsip,
IL), went mobile to Chicago's Civic Opera
House to record the Soul Children of Chi-
cago for a hve album. Co-engineers were
Gary Cobb and Harry Brotman. . . At Sea-
grape Studios in Chicago, Tom Baldacci

10

and Morris Foster of True Democracy have
begun work on an album with Tom Haban
engineering. .. At Sparrow Sound Design
in Chicago, Bill Payne completed his sound
design for the Body Politic Theatre's latest
production, The HitchHikers, with Sparrow
asengineer/editor. . .Engineer Goh Hotoda
was in at Tone Zone in Chicago with rising
artists Skylyne, mixing tunes for the group's
new album, which is being produced with
the assistance of Tom Tom 99...At Gnome
Sound in Detroit, Island/4th and Broadway
recording artist Mildred Scott continued re-
cording material for her Prisoner of Love al-
bum with producers Bruce Nazarian and
Duane Bradley...Engineer Barry Mraz
(engineer for Styx and the Ohio Players) was
back at Paragon Studios in Chicago mixing
Sandy Torano's latest project titled "Holly-
would”...

SOUTHERN CAL

1.R.S artists Timbuk 3, a street-singing duo
from Austin, TX, recently completed their first
album, self-titled, at the Dust Bowl! Studio in
Hollywood. Producer was Dennis Herring
...Dan Fogelberg was in One On One
Studios in No. Hollywood tracking his new
LP with co-producer Russ Kunkel, Niko Bo-
lis engineering, with Toby Wright assisting.
Also Rod Stewart was in tracking with Bob
Ezrin producing and Paul Lani engineering.
Jeff Bennett was assisting...One Nation
has been in at Devonshire Sound Studios,
No. Hollywood, recording their debut album.
The group is being produced and engineered
by the Schmitt Boys. .. At Sunset Soundin
Hollywood, Prince has been mixing material
for record singles and movie release, with
Coke Johnson engineering. And protege
Sheila E. was in laying tracks for an album
with Coke Johnson and David Rivkin en-
gineering. .. At World Soundworks in Bur-
bank, Fay Hill was in recording her upcom-
ing album with Dale Atkins producing,
Arthur Wright, Julian Morgan and Scott
Ross engineering...At Monterey Studio
in Glendale, Motown artist Chico DeBarge
was in recording vocals for his upcoming
album; Skip Drinkwater and Nick Munday
producing, Larry Hinds engineering with
Bruce Chianese and Gregg Scott assisting.
Also, Grammy winner Ernie Watts has been
recording tracks for his upcoming Quest/
Warner release, with veteran producer Don
Grusin and Geoff Gillette at the board. As-
sisting is Greg Scott...MCA Records has
three projects in the works at Encore Studios
in Burbank: Steve Dorff producing Dream

Team with Taavi Mote and Jim Dineen Il
engineering; Louil Silas, Jr. and Chuck
Gentry producing Giorgio; and the group
Love & Hate producing themselves with Jim
Dineen lll engineering...At Preferred
Sound in Woodland Hills, A Drop in the
Gray has been working with producer Gor-
don Fordyce and engineer Bill Thomas on
overdubs for the group'’s second LP...In at
Soundcastle in LA, was Paul DeVilliar
producing; Scott Singer, engineering/mix

ing Mr. Mister for Lorimar Pictures with
Marc DeSisto assisting. Also in was Jay
Graydon, producing; Dennis MacKay, en

gineering/mixing the EI DeBarge project
for Motown with Bino Espinoza assisting. . .
Con Funk Shun (Polygram) was recently in
at Galaxy Sound Studios in Hollywood mix

ing a new project with producer Leon Ware
and engineer Reggie Dozier...At Artisan
Sound Recorders in Hollywood, disk mas

tering engineer Greg Fulginiti recently
mastered albums by .38 Special with pro

ducer Keith Olsen on AGM Records; Kro-
kus with producer Tom Werman on Arista;
two Jimi Hendrix LPs produced by Alan
Douglas on Capitol; and more. . .Producer
David Kahne was in at Craig Harris Mu-
sicin Studio City forremixeson The Bangles
“If She Knew What She Wants" single...
Roger Nichols returned from Hawaii to add
the finishing touches to the new John Den-
ver album (RCA) recently recorded at Ami-
go Studios in No. Hollywood. . .

NORTHEAST

I.R.S. artists Beat Rodeo completed theirsec

ond LP, entitled In the Heart of the Beat, at
RPM Studios in New York with producer
Scott Litt...The Le Mobile remote truck
recorded Rush live in concert at The Mea

dowlands in New Jersey, at the Nassau Coli

seum on Long Island, and in Springfield,
MA . The truck then moved on to Vermont to
begin recording the second "reunion” album
by Deep Purple...At Quad Recording,
NYC, David Sanborn was in mixing a song
for his new Warner Bros. album. It was engi

neered by Mike Hutchinson, produced by
Sanborn and Marcus Miller on select cuts
...AtCove City Sound Studios, Glen Cove,
L], Joanie Peltz did vocal overdubs tor her
Elektra LP with Sandy Pearlman produc

ing and Paul Mand| at the console. . .Sing

er Jane Ross was in at Queens, NY's Inner
FEar Recording with songwriter/producer
Pierre Hillaire cutting two new tracks for
Ross' reel. Steve Vavagiakis engineered. ..
The biggest recent project for Northeastern
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Realistic reverb
at a realistic price.

YAMAHA

And not just reverb, but a full range of
studio effects. All very controllable. All in
the new Yamaha REV7 digital reverb. And
all for only $1,295*

How did we do it? By analyzing the
early reflections and subsequent rever-
berations of actual environments to see
what gives reverb its natural character and
richness. And then using specially devel-
oped LSIs to handle this immense amount
of information and the high processing
speeds required to effectively simulate
natural reverb.

The REV7 has 30 factory preset
programs permanently stored in its ROM.
These presets include large and small hall,
vocal plate, gated reverb, reverse gate,
early reflections and stereo effects such as
chorus, flanging, phasing and echo.

And each of the presets incorporates
up to seven user-programmable param-
eters which can be edited and then stored
in RAM.

For even greater realism, you can

alter the reverb time of the HI and LOW
~ frequency ranges in proportion to the MID
- range (RT60) and simulate the dampening

goahtles of absorptive materials ina room.
the sound can be as live or as dead as.
~ you want.

Programming is easy because of the
REV7s logical front panel layout which
mves you instant access toall functions and

the LCD readout panel which tells you at a
glance the name of the program and the
edit parameter selected.

So besides the 30 presets, you can
store up to 60 of your own programs in the
REV7’s RAM. All available for recall from
the front panel or the hand-held remote.

The REV7 features electronically bal-
anced XLR input and output connectors.
And balanced TRS phone jacks which will
accept standard phone plugs. Both stereo
and mono inputs can be connected produc-
ing, in either case, a simulated stereo re-
verb output.

There’s even a three-band semi-para-
metric EQ so you can fine-tune the sound
of your reverb to work in any environment.
And, of course, MIDI compatibility.

Realistically speaking, there’s no finer
digital reverb at the price on the market
today than the REV7. Available now at
your Yamaha Professional Products dealer.

For a catalog explaining all the fea-
tures and capabilities of the REV7 digital
reverb, write: Yamaha International Cor-
poration, Professional Products Division,
P.O. Box 6600, Buena Park, CA 90622. In
Canada, Yamaha Canada Music Ltd., 135
Milner Ave., Scarborough, Ont. M1S 3R1.

“Suggested U.S.A. retail price. In Canada, $1,995 CDM.
Circle #005 on Reader Service Card

YAMAHR

World RadioHistory



Digital in Boston was the mastering of ten
Compact Discs of Frank Zappa's music to be
released on the Rykodisc label. Toby Moun-
tain handled the editing and formatting for
CD.. .Ecologically-oriented Maine has mo-
bilized its musical forces to oppose a federal
proposal to consider Maine as a site for a
nuclear waste dump. Recently, over 30 of
the state’'s most popular musicians recorded
“Yes We Can" at EA B Studios in Lewiston, in
a "We Are The World"-style effort to raise
money to finance publicity, legal and scien-
tific research against the Department of Ener-
gy plan. Basic tracks were recorded by Ed
Boucher and finished at Maine-native Lou
Gonzales’ 48-track Quadrasonic Sound
studio in New York City...At Sheffield
Audio-Video (Phoenix, MD) Nils Lofgrin
has been working on some new material for
his new album with Bill Mueller engineer-
ing...Bruce Forest was in Power Play
Studios (L.1.C, NY)doing numerous re-mix-
es, one of which wasthe new Princess record
for next Plateau Records. Julian Herzfeld
engineered. ..Reggae artist Freddie Mc-
Gregor completed his ninth album, All in
the Same Boat at Lion & Fox Recording in
Washington, D.C. It was produced by Dr.
Dread and engineered by Jim Fox...Blank
Tapes Recording in NYC has Ashford &
Simpson doing vocals on their new album.
Stevie Wonder stopped in to do a harmon-
ica solo. Joe Arlottaengineered. . . At Ever-
green Recordingin NYC, Rob Stevens was
in producing and engineering Parr-3 for
One Stone Productions. Carol Martino as-
sisted. . .Singer/songwriter Felix Cavaliere
(of Rascals fame) has been at Sountec in
Norwalk, CT, working on some new material.
Alan Gorrie (from the Average White Band)
co-wrote lyrics and produced one of the three
songs with Ron Bacchiocchi engineering
the sessions. . .At Joe’s Recording Studio,
Trenton, NJ, clients have included Heathens
Rage, a five-man power metal group...At
Recording Studios and Production Serv-
ices in Pittsburgh, audio post-production for
video on five new shows for Mr. Roger’s
Neighborhood was completed. . . At Dream-
land Recording in Woodstock, NY, King
Crimson veteran Tony Levin produced ini-
tial tracks for the upcoming Pamela Golden
album for Park Avenue Productions with
Mark Mandelbaum atthe board and Dave
Cookassisting. . .The Sun Group, the NYC-
based audio production company, has tagged
Curtis Hucks as its new chief engineer.
Curtis most recently handled engineering
duties at the Hit Factory as well as Big
Apple and Celestial Recording Studios
...39th Street Music in NYC is up and
running after complete renovation of the
control room featuring the SSL 4000E. Ash-
ford and Simpson continued recording an
upcoming LP there, with Tim Cox engineer-
ing and Sue Fisher assisting. ..

SOUTHEAST

“It's Time for a Change (Let's Do It)* b/w "lt's
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a Standoff” by Allen Toussaint was engi-
neered and mixed by Clarence R. Toussaint
and Bob Kearney at Sea Saint Recording
Studioin New Orleans. .. At New Age Sight
& Sound in Atlanta, soul man Solomon
Burke recorded a new album, engineered
by Bill Allgood. Also, Vance Taylor, former
keyboard player for Peabo Bryson, will be
coming out with his first 24-track digital solo
album engineered and produced by Elliott
Glen, assisted by Bill Allgood, Mitchell Dorf
and Jason Bonnette. .. At The Castle Re-
cording Studio, Franklin, TN, producer/en

gineer Steve Churchyard did overdubs and
mixed tracks for MTM Records’ artist In Pur-
suit with Keith Odle assisting. Also, pro

ducer Barry Beckett was in mixing Hank
Williams Jr.’s new Warner LP with Scott
Hendricks at the board and Odle assisting
...Recent activity at Southern Tracks Stu-
dioincluded album tracks fora Holly Woods
LP with Sonny Limbo, Doug Johnson and
Steve Nathan producing, Johnson and Greg
Archilla engineering...At Hummingbird
Studio in Nashville, Reunion's Billy Sprague
cut tracks, overdubs, and vocals for his new
LP. Reed Arvin produced with Mike Psa-
nos engineering. . . Treasure Isle in Nash-
ville had Louise Mandrell in with producer
R.C. Bannon and engineer Bob Bullock.
Paul Worley and Marshall Morgan have
also been producing the Nitty Gritty Dirt
Band there. ..

SOUTHWEST

Recent album projects at Studio Southwest
in Dallas included David Bryne’s True Sto-
ries soundtrack, the forthcoming album by
Johnny Nash, Grammy nominees Douglas
Miller and Leslie Phillips, and a Texas Blues
Compilation album including such famed
quitarists as Willie Nelson, Jimmy Vaughn
andJohnny Winter. .. At Rivendell Record-
ers in Pasadena, TX, engineer Paul Mills
and producer Kemer Crabb put the finish

ing touches on the Man of Steel album for
Dennis Welch...Martin Recording Com-
pany, in El Paso has finished mixing tracks
for country artist Bucky Alired...Goings
on at L.A.W Studios in Las Vegas included
Warner Bros artist Lynn Roman in studio A
cutting vocals and mixing her upcoming re

lease withengineer Lee Watters, assisted by
Holly Sharpe...Rich Williams and Jim
Abbottrecorded a live-to-digital 2-track proj-
ectat Goodnight Dallas on the Sony SOLES
PCM system. Williams composed original
material for the session engineered by Ruben
Ayala...

STUDIO NEWS

Juniper Recording Studiosin Burbank has
now added video sweetening equipment to

its facility. They currently have the Adams-
Smith controller, three synchronizers (to con-
trol three different machines), a Sony 5850
with address track head (full edit insert), and
more. ..Producers Color Service, South-
field, MI, has opened their second audio post-
production suite. The suite is built around the
SSL 6000E Stereo Video System...Music
Annex, the Menlo Park, CA-based studio
complex, isopening two studios in San Fran-
cisco to augment their existing facilities. Ac-
cording to David Porter, president of Music
Annex, "Music Annex San Francisco will
cater to clients requiring top quality audio
production for radio, advertising, and corpo-
rate presentations. In addition, our larger
room, Studio One, will be configured to offer
complete audio post-production for video
with automated 24-track mixdown direct to
one-inch C format video masters.”. . . Grav-
ity Recording in Nogales, AZ has taken
delivery of a 36-input Neve 'V' Series con-
sole. . .Island Studios in Richmond, VA, has
recently changed format, from 16-to 24-track
with the addition of a new MCI1/Sony 24-
track recorder withan AL-11l Autolocatorand
an Allen & Heath EX-8, an 8-channel ex-
pander unit for the 2416 console, bringing
the total numberof inputs upto 32. . . Studio
A in Dearborn Heights, Ml, has expanded
the Synclavier Digital Music System with the
new velocity/pressure sensitive keyboard,
MIDI and SMPTE.. .Fred Zarr and BiZarr
Music, Inc. are pleased to announce the
opening of Z-Studio, a 24-track recording
facility in Brooklyn, New York. The studio
was designed by Alan Fierstein from Acous-
tilog, Inc. The equipment includes a Studer
ABO0 24-track recorder, an MCI 400B con-
sole (with automation) and an assortment of
outboard equipment. . . Studioeastin Char-
lotte, NC, is delighted with their new Studer
A-80 24 track machine. . .Toby’s Tunes re-
cently obtained the new Q.Lock Eclipse com-
putersystem for audio sweetening. .. United
Recording Studios in Kansas City have
taken delivery of a new Steinway Model L
grand piano as well as a Yamaha REV7 dig-
ital reverb and Yamaha RX11 digital rhythm
programmer. ..JTeleScene Audio in Salt
Lake City now boasts full post-production
audio sweetening capability to augment its
film and video divisions, with the addition of
an Otari MTR-90 16-track and Audio Kinet-
ics Eclipse synchronizer/editor...Master
Control in Burbank has added a pair of
Lynx TimeLine synchronizers to add 48-track
capabilities to their newly SSL-equipped
room...39th Street Music in NYC has just
re-opened its newly renovated control
room. The new installation includes the SSL
4000E Console, Publison’s Infernal Machine
90, Drawmer Gates, Lexicon's PCM70, and
more... .. Gate Five Studios, a new lo-
track recording studio and rehearsal hall has
opened in Sausalito, CA. The building at #2
Gate Five Road, was completely renovated,
rebuilt, and designed by Dr. Richie Moore. It
features a 16-track Ramsa console, the Otari
MX 70 deck, and a full array of outboard
gear and microphones.
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The producer’s choice . . .

Maybe it is AMEK's reputation
for reliability. Or maybe it's the
ANGELA’s wide variety of
frame configurations and the
ease of access to all of the
console’s controls. Or it could
be the fact that an ANGELA
gives you all of the features of
a computerized console with-
out the excessive cost. The real
reason AMEK has supplied so
many ANGELAs to today’s
leading producers is its
outstanding sonic quality.

A truly talented producer
realizes that the bells and
whistles on a console do not
make a hit. It is the sonic
quality. ease of operation and
the really usable features
which allow you to reach your
creative goals. All ANGELAS
feature dual signal paths
through each module, so with
Just a 28 input ANGELA, you
can have as many as 68 pos-
sible line inputs. ANGELAS are
available with up to 62 inputs
with 48 track routing and full
metering!

ANGELA’s versatility and

>

RTIR T R

a3 ; at S :

- - ’ 80
B § ? B t: B8 h
TR TR TR

T I
o,

>l
Sk

AMEK ANGELA
M42 OBJ 28/24

ergonomic layout have also
made them very popular with
On-air broadcasters and past-
production facilities. The avail-
ability of stereo modules and
such standard features as the
stereo analog sub-groups with
three modes, in-place solo in
the monitor and channel, and
mute grouping give the
ANGELA autornation-like
operation at no additional cost.
And. any ANGELA is readily
automatible, now or when the
need arises, with any of the
popular automation systems.

Audiophile performance, AMEK
reliability and value, and con-
figurations to fit any require-
ment have made the AMEK
ANGELA the choice of the
producers with the “golden
ears.” Drop us a line, or give
us acal ... we'lldrop a few
names of satisfied ANGELA
owners. it really is the
producer’s choice.

Distributed by:

’?E

A\ A A
&.'.:.J//__E_r\;

AMEK CONSOLES INC., 10815 Burbank Bivd.. North Hollywoad, CA 91601 Tel: 818-508-9788 Telex: 662526 AMEK USA
AMEK SYSTEMS AND CONTROLS LTD, Islington Mill, James St., Salford M35HW UK. Tel: 061-834-6747 Telex: 66812/ AMEK G
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by Ken Pohlmann

As everyone knows, CD-Audio, CD-
ROM and CD-I are about the hottest
properties in this part of the universe.
Within a decade, the world's factories
could be cranking out three or four
million discs every day. Of course,
any CD is only as good as its master
tape. Which brings us immediately to
this month'’s topic, by popular demand:
a tutorial on CD-Audio pre-mastering.

Okay, you've got a tape recording,
and you need 10,000 Compact Discs
from your friendly U.S. pressing plant.

14

Before you even think about CD pro-
duction, make sure your tape is up to
the job. Always use the original mas-
ter, not a version equalized for LP, or
a safety copy. If the master is of poor
quality, maybe you should consider
remixing. If possible, locate the origi-
nal equalization settings; if they were
used to compensate for LP deficien-
cies, new equalization should be con-
sidered. If the master is digital, avoid
any transfer to the analog domain;
equalize digitally if possible.

Now, there are exactly two ways to
proceed. You can send in a goofed-up

tape and wait forever, and pay extra.
Or you can send in a properly-pre-
pared tape and wait for only a very
long time. Naturally, the latter is the
lesser of two eternities, and cheaper.
To achieve a properly-prepared tape,
you must first remember the cardinal
rules of CD pre-mastering:

1. Sampling rate must be 44.1 kHz.

2. Tape format must be 3-inch U-
matic NTSC standard.

3. Time code must be SMPTE 60
Hz Non-Drop Frame time code.

4. Time code must be synchronized
to the NTSC video signal.

5. Time code should run continu-
ously and uninterrupted. Code
should not cross over 00 hours,

—CONTINUED ON PAGE 16
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EARLY REFLECTIONS

Engineers talk about their new discovery: the Ibanez SDR1000 Stereo Digital Reverb

“The combination of performance
and value is great! Rather than ex-
hausting your entire revecb budget
on one high-end unit, you can have
a rack full of these. This puts many
different environments at vour
disposal”.

Jan Hammer: Jan literally hasdone it all.
He came to public attention trading
leads with John McLaughlin and the
Mahavishnu Orchestra. Jan then released
a scries of LP's as a soloist and with his
group “Hammer”. Afterwards, Jan toured
with the Jeff Beck Group, cut an LP with
Neil Schom, and started comr posing for
TV and movie soumdtracks. Jan's most
recent work for the “Miami Vice' TV
series has won him even wider critical
acclaim. Jan's soundtrack LP from the
series won a Grammv in 198i
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“The SDR100Q is a great unit! To
call it a digital reverb is too one-
dimensional because of its across-
the-board capabilities. It's the most
cost-effective processor we have in
the studio.”

Lance Quinn/O.B. O'Brien: Lance and.
O B. have keen extremely busy since
opening the Warehouse Studios. Some
of their most recent credits include Bon
Jovi's “7800 Degrees” gold LP, Lita Ford's.
“Gotta Let Go”, Nils Lofgren's “Flip Ya
Foot” and the first album by Cinderclia”.
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“For today’s mixes, where I use as
many as 10 separate reverb units, the
SDRI000 is an extremely effective,
flexible tool for a wide array of
effects. The reverb algorithms give
smooth, fat sounds that work great,

whether they're used for large
chamber or small room sounds.”

Ed Thacker: Ed is one of the most sought-
after frec-lance engineers on the west
coast. Ed has worked on Glen Burtnick's
“Talking In Code” LP and Glass Tiger's
“Thin Red Line” album. Ed also engi-
neered the soundtrack for the movie
“Goonies”, including Cindy Lauper's
rack “Good Eneugh”

MIDI-controlled patch recall to

- ;‘w& processor with this much

a toue Stereo processor
aneously, the

Box 886 Bensalem, PA 19020 = 3221 Produce: Way, Pamona. (A 9:748-3916 « P.O. Box 2009,




CLEAR REASON

For the music studio owner, no decision is more critical
than choosing a console. Both financially and creatively,
the success of your operation may well depend on the capa-
bilities and quality of the system you select, and the company
that supports it. Clear reason, we suggest, to consider the

SL 4000 E Series Master Studio System from Solid State
Logic. But certainly not the only reason.

and stereo modules
with balance and
Image Width controls.

Consider that SSL
makes the industry’s
only comprehensive
studio control sys-
tem — with integral
synchronisation of
up to five audio/video machines, concise English commands,
tape location by timecode,
foot/frames, cue numbers
or key words, and com-
plete session list manage-
ment. And that SSL alone
offers extensive fader,
group and mute automa-
tion and mix manipu-
lation plus optional pro-
grammable parametric
equalisation and panning,
multi-repeatable Events
Control, and Automatic
Dialogue Replacement.

Consider, for instance,
that only SSL has built-
in track remotes on
every channel, integrat-
ed with the industry's
most versatile monitor
fader and foldback facil-
ities. Or that SSL alone
provides pushbutton
signal processor routing
for each channel’s noise
gate and expander,
compressor/limiter, high
and low pass filters, and
parametric equaliser —
plus switchable phantom power, patchfree audio subgrouping,
AFL and PFL monitoring, fader start for external devices,

—CONTINUED FROM PAGE 14

00 minutes, 00 seconds, 00
frames.

6. Time code should be recorded
on analog track #2 of the U-
matic tape.

7. Record digital mute with time
code for a minimum of one min-
ute before the first track and
1'% minutes after the last track.

8. A minimum of two seconds must
be allowed for emphasis
changes between tracks.

9. Prepare a list that is frame-
accurate to locate beginning
and ending points.

10. Prepare a guideline of spurious
noise information that indicates
any unusual noises, or general
notes regarding the quality of
the recording.

While the pertinent facts are con-
tained in the cardinal rules, some
points merit reiteration or discussion.
The ex officio standard equipment for
CD mastering is the Sony PCM-1610/
30 format, 44.1 kHz sampling rate,
using a % U-matic video recorder such
as the Sony BVU-800 or VO-5850.
Before beginning, examine tape, and
tape machine. Choice of tape is cru-
cial; Sony KCA-60BRD and 3M Color
Plus U-matic tapes have received high
marks from users. Audition your re-
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cording carefully, paying special at-
tention to phantom drop-outs, caused
by loose particles moving around the
tape. Check the VCR for dirty heads
ortape path, worn heads, and mechan-
ical alignment.

Whatever the nature of your mas-
ter, the CDs will be cut from a U-matic
tape. To prepare your own tape, the
time code should first be recorded on
channel 2 of the analog track at O VU,
43 dB on the VTR meter, non-drop
frame (i.e. full frame), on a blank tape.
This provides a SMPTE code and video
sync pulse for the duration of the tape;
the digital audio program will be re-
corded as an insert-type edit, leaving
the video control track and time code
track intact. Time coding can be done
using a 1610/30 setin dubbing mode,
which produces a digital mute picture
for the video transport. The processor
automatically sets itself for 60 Hz, non-
drop frame code.

The original tape is copied to the
time coded tape; the use of an editor
such as the Sony DAE-1100 is rec-
ommended. Most importantly, atleast
one minute of lead-in (PCM data with
no modulation) must be recorded at
the beginning of the tape. This is eas-
ily achieved with the 1610/30 input
set for dubbing, and the playback
processor in pause. When the audio
signal is transfer/edited through the

PCM 1610/ 30, watch the levels care-
fully, adjusting for a dB or two of head-
room. Beware of any lapses in audio
signal or clicks between tracks. Leave
up to two minutes of lead-out at the
end of the program. And of course,
side breaks are no longer needed.

The tape can be recorded either
with or without pre-emphasis, and
may change between tracks, provided
there is at least begin-access point of
the track is placed at least two seconds
after the end-access point of the pre-
vious track (see below).

The concept of using time code to
select the proper begin-access and
end-access points is critical in prepar-
ing a CD master tape, as well as its
cue sheet. A major confusion appears
to exist between begin-access, the
end-access point, the actual begin
point and the actual end point. The
result is the dreaded "CD Offset” in
which some players access a track
after the start of program, when in
random access mode. A begin-access
point is the point where the access
signal to the player is encoded. The
begin-access point is not equivalent
to the actual starting point of a track.
The ruleis this: the begin-access point
should be placed at least 15 frames
before each actual begin point. Among
other things, this protects against the
offset between the video and audio

MIX VOL 10.NO 7
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Then consider that SSLs Studio
Computer alone goes beyond mixing
automation to provide Total Recall™ —
a unique system, completely indepen-
dent of the audio path, which stores all
170 module settings atter cach session,
The new TR AutoScan tunction makes

it faster than ever to recreate headphone and monitor
mixes, equalisation, or entire console setups with quar-
ter dB accuracy and rapid verification. And SSL alone
offers data-compatibility with more than 300 instal-
lations — in over 80 cities around the world.

Finally, consider a company whose record of practical
innovation, ongoing development and in-depth techni-
cal support has earned repeat orders trom many of

the world’s toughest customers — a company that other
manufacturers use as a standard for comparison. We
join them in urging you to compare. Our 40 page colour
brochure on the SL 4000 E Series is a good place to
start. It’s yours for the asking, and it just might make
your difficult decision a whole lot easier. Clear reason,
may we suggest, to write or call us roday.

Solid State Logic

Begbroke, Oxford, England OX5 1RU « (08675) 4353
200 West 57th Street « New York, New York 10019 « (212) 315-1111
6255 Sunset Boulevard « Los Angeles, California 90028 » (213) 463-4444

heads in some VCEs. Sony's DADC
even suggests that -he begin-access
po:nt be played on= second before
the actual starting point for a comfort-
able margin. In the case of a cross
fad= between two tracks, use 15 frames
betore the beginning of the next track
(nct 15 frames after the previous
track’s end).

The end-access point is the point
where the access signal to the player
is encoded. It is not 2quivalent to the
actual end-access point. The end-ac-
cess point must be placed after the
end of the program fincluding its de-
cay ambience) ctherwise the player
will skip ahead to the next track when
in random access mode. DADC sug
gests a full second after the erd of
pregram.

This procedure may be graphically
represented, as shown in Figure 1. In
the first example, the tracks (TNO) are
separated by intervals of two seconds
or more. lf access-begin points are
placed a full second before actual-
begin points, and access-end points
placed a full second after actual-end
points, then a comfcrtable margin is
assured. In the second example, the
tracks are merged w:th crossfades. [n
this case, the lirst begin-access point
ana the last end-access point get their
one second cushion. However, the
begin-access points are placed 15

JULY 1986

frames before the crossfade begins,
and access-end points may be omit-
ted after tracks 1 and 2. In the third
examgle, the intervals separating the
tracks are less than two seconds. The
inter-track begin-access points must
be placed 1 frames prior to the ac-
tual-begin points. Note that the begin
access point for TNO 2 is placed while
TNO 1 is still playing.

Figure 2 illustrates a collection of
pesky track scenarios, and the cue
sheet that would accompany the tape
to the CD pressing facility. A few spe
cific caveats are worth pointing out.
TNO 2is reccrded without Emphasis;
the begin-access of the track should
be placed at least two seconds after
the ena-access point of TNO 1. TNOs
3 and 4 are crossfaded; the individual
duration of the crossfade should be
between the begin-access point of
TNO 3 and the begin-access point of
TNO 3, and between the begin-access
point ¢f TNO 4, and its end-access
point. The interval between TNO 5§
and 6 is less than two seconds; omit
the ena-access pointforTNO 5. Asin
acrosstade, the individual time should
be between the begin-access points
of TNO 5 and 6.

Now that we've fully grasped this
offset concept, | can mention that pro-
tocol veries from one pressing facility
to the next. lf in doubt, specify all time

codes without offset, and clearly and
boldly state that factin your documen
tation. Of course, in any event, all time
codes must refer to the actual time of
the program on the production mas-
ter tape. Any error (e.qg. using codes
from a previous master) would result
in errors in the disc's table of contents.

Every CD contains a PQ subcode
which, among other unutilized appli
cations, conveys the total number of
selections on the disc, total time, start
and stop times of tracks, index points,
2/4 channel select, pre-emphasison/
off, and even copyright information.
Time code numbers are used to gen
erate PQ subcode, using a cue editor
such as the Sony DAQ-1000 or Phil
ips LHH-0425. The code is recorded
on audio track 1 of the VCR, 30 sec
onds prior to the start of the program.
The subcode section may extend past
the start of the program; this is okay. In
lieu of a cue editor, the CD factory can
generate the PQ subcode for you,
provided you have supplied complete
documentation, as described above.
Incidentally, although index points have
not gained wide popularity, they are
easily included on a disc; one must
only notate their time code numbers
on the cue sheet.

Another important piece of docu-
mentation should accompany your
tape to the factory. This is a spurious
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noise information sheet. You should
document the TNO, and description
of any noises on the tape (e.g. "TNO 3,
click at 25 mins, 34 secs, 12 frames”).
This lets the mastering engineer know
that you know that the tape has a prob-
lem, and that you have effectively de-
cided to let it slide. Otherwise, the
mastering engineer might contact you
to ask about that click, thus causing
delay and further expense.

Finally, make two copies of the mas-
tertape, and audition both of them for
drop-outs, phantom or otherwise. To-
gether with the documentation, for-
ward them to the CD pressing facility,
and set your alarm clock for 90 days
or 50.

Next month, we'll consider a new
CD-ROM data pre-mastering system,
called TOPIX, and take a look at the
new CD-1 format, as well as other late-

|
TNO 1‘ \ TNO 2 1

breaking news items.

Audio Rumor Central

East Meets West Department: look
for continuing fraternization between
Sony and Ampex. West Meets West
Department: look for joint ventures
between Studer and Philips, includ-
ing development of professional stu-
dio applications for the Compact Disc.
To get the ball rolling, the Philips pro
CD player LHH 2000 and subcode
editor LHH 0425 will be marketed in
the U.S. by Studer. Most Interesting
Software of the Month: Audio Preci-
sion Inc.'s System One audio test set-
in-an-IBM PC package. New Toys
Department: TDK and others are pass-
ing around sample R-DAT cassettes:
about the cutest thing since 8mm. But
how quickly will the rotating head
make mincemeat of the audio data?

i TNO 3 '1 TNO4‘

Record Label Commiseration Depart-
ment: first it was a disk shortage, then
a blister pack shortage, and now even
jewel boxes ain’t so plentiful. What
next? Anti-piracy Department: work
continues on the spoiler system de-
vised by CBS. RIA A moles report that
the 100 Hz notch at 3 kHzis inaudible
to about 99 percent of listeners. Don't
throw away that pre-spoiler tape re-
corder—could be worth a tidy sum
one day. Congratulations Department:
to various tape machine manufactur-
ers and synchronizer companies, for
agreeing on an ATR protocol.

Do you have information or rumor
for Insider Audio? Each month'’s hot-
test tip wins a special Mix prize. Con
tact Ken C. Pohlmann, University of
Miami, PO. Box 248165, Coral Gables,
FL 33124, Telex 519308 or Mix at (415)
843-7901.

‘ TNO & ' ~TN06‘

# [ 1 # [
> e | e

] #  # [ ]
ol e o =

-

Example of a cue sheet:

I
e~

] #
+H<>H<

SMPTE TIME CODE  SMPTE TIME CODE

BEGIN EMPHASIS ACCESS INDIVIDUAL
TNO TITLE END (ON/OFF) HRMINSECFRAME HRMIN.SEC FRAME
1: XXXX B ON - 01; 30 g

E : 04; 00, 09 : 02, 30; 09
2. XXXX B OFF 04, 03; 21:

E .08 33, 13: 04 29 12:
3. XXXX B ON . 08 36, 14:

E » K ; : - 03; 51; 14

(Crosstade)

4. XXXX B ON 2 12: 27 28

E .15, 38; 09: 03 10; 11:
5. XXXX B ON .15 42 05

E A K E SO 58 10
6: XXXX B ON ;18 37, 15
n: XXXX B ON : 56, 13; 18:

E . 59, 21; 23 ; 03; 08; 05:

FIGURE 2
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JVC Digital Audio.
The artist’s editing system.

Digital audio editing takes on new speed, simpl:city, and flexi-
bility with JVC’s 300 Mastering System. Anyone with a ‘raired
ear can)earn to operate itinminutes.and be assured of pro-
fessional results of outstanding fidelity, accuracy, and c:arity:
And while sonic excellence is surely the 900's most persua-

VP-900 Digital Audio Processeor.
Two-channel puise countimode
precessor. Severa: 16-bit micre-
processors make it compatible
with other professional production
equipment such as cufting lathes,
syrichronizers, and encogers.
Dynamic range of more than 99
dB. Frequency response from 10
t0 20,000 Hz (+ 05 dB), end icw
recording bit rate of 3.087 Mbits/s
at<4.1 kHz. Transformer-kess ana-
log /O circuits further improve
sound quality, and the analog-o-
digital, digital-to-analog converter
reduces distortion to lessithan
0.02 per cent, while an emphasis
circuitimproves signal-to-nois2
ratio. Logic circut uses CMOSLSH
chios for high redability, compact-
ness, light weight (48.6 Ibs)

and low power comsumption.

.
AE-900V Digital Audio Editor. Simplicity itselftc operate, this litle
- number pu's editing right in the:hands ofthe artist, =
Precise to within microsecond accuracy, edit searzhce
out by mznual cueing, automatic sca or direct ax
confi'm cuttin, cut-out points independe by
stored inmemory: Digilal fade ¢

o

For a demonstration of the
DAS-900 Dugital Audio
System. a Spec Sheet. or
JVC's complete catalogue.
call, toli-free

1-800-JVC-5825

JVC COMPANY OF AMERICA,

Protessional Video
Communicaticns Division.
41 Slater Drive,

Elmwood Fark. N.J. 07407

€ 1985 IVC Comgany of Amenca

Citcle #007 otiRéhglei Seivied Card

\£8iwpenoriging

jkf_‘-‘v :-.L.; v Yoo

sive feature, fiexibility runs a dlose second; for not only will the

900 operate with 4" VCR's, but with VHS cassettes, too, with

total safety and confidence, making it ideal for mastering digi-

tal audio discs andithe increasirgly popular hi-fi video discs.
The DAS-300 censists of four principal components.

Audio Editor Control Unit.
Electronic governor for routing,
coordinating. and executing all
edit functions, both automatic and
manual. Alicommands, from digi-
tatdubbingof origina: to master
foricontinuous programs, to
repetitive point-to-point manual
cueing are "egulatedihere.

TC-900V Time Code Unit.
Actually twe time coce units in
one, this unitreads amd generates
SMPTE standard time code and
symnchronizes the JVC exclusive
BP (bi-parity) ime code. Thus, the
DAS-900 will operate effectively
with both time codes; a necessity
when the Systemis to e syn-
chronized with video equipment.

€ hc_ ), (eI HOUND

= 5> AR e

JVC COMPANY OF AMERICA
Professional Video Communications
Civiston

and master tape. Shift function for changing edit
or forward Dmsste s for super-fit
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elcome, survivors of last
month's thrilling adven-

ture into the jungles of mic-

math. There, we

discovered

an ideal world in which every
microphone contorms to a

strict mathemati
But meanwhile,
real world. ..

More Fun

cal equation.

back in the

With Math
& MIGROPHONES
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by John M Woram

Practical Microphones

Anyone who has talked into the rear
of a uni-directional microphone knows
very well that there's no such thing as
a perfect cardioid response: one that
is totally dead in the rear (that is, at
180 degrees), just like the cardioid
equation says it should be.

As a quick review, if the sound ar-
rives at the rear of an ideal uni-direc-
tional microphone, then the equation
goes like this:

(1) X=A+Bcos(180), which fora

cardioid microphone is

(2) =0.5+0.5(1.0)
(3) =05-05
(4) =0

where X is the microphone's sensitiv-
ity (not outputlevel), and the numbers
in the left margin are just for future
reference below.

It looks good in theory, but not in
the studio. Sounds from the rear are
definitely heard, so the actual sensitiv-
ity can’t possibly be zero. In fact, the
actual values for A and B are probably
unequal—say, 0.75 and 0.25 or vice
versa. At 180 degrees, let's look at
both possibilities. First re-write line

(2) as:

(2) X=0.75+0.25(-1), which
gives us

(4) =0.50.

The other sequence gets us

(2) X=0.25+0.75(-1), and
this time,
(4) =-0.50.

In comparing these two possibilities,
the output sensitivity is the same, but
in the second example the polarity is
reversed, and this is indicated by the
negative result in line (4). The first set
of values produces a pattern that's
midway between the perfect-circle
omni-directional mic, and the perfect
cardioid pattern. The next set is mid-
way between the cardioid and the fig-
ure-8 pattern of the bi-directional mic.

If you go to the trouble of drawing
these patterns, the first one looks more
like a slice through the mid-section of
an apple, and the second is a hybrid
cardioid/figure-8; in other words, a
cardioid-like pattern with a rear lobe
pointing towards 180 degrees.

As for the appearance of that rear
lobe, it begins to show up on mic polar
patterns as soon as the pressure-gradi-
ent component (B) is greater than the
pressure (A). As the rear lobe gets
bigger, the front lobe of a pure cardi-
oid pattern begins to collapse from
the familiar heart shape towards a per-
fect circle. Eventually, when A = O
and B = 1, the front and back lobes

MIX VOL. 10, NO 7



UNIDIRECTIONAL DYNAMIC MICROPHONES

over 50 years of
sound innovation...

Back in 1933 our first microphone was truly remarkable!

It had a large area diaphragm for greater sensitivity. It
used high density carbon granules for better response
and it employed reciprocating soft alloy springs as a
shock mount system.

Today our "HANDLERS SERIES' is truly remarkablel

It uses a rugged dynamic element, a thin film mylar
diaphragm, a sophisticated doubly redundant shock
mount system that drastically reduces handiing noise
and a scratch and stain resistant velvetized
electroplated finish for long lasting beauty
and protection.

The Paso Handlers™...
-..Quality you can feel!

- Heavy-Duty Mesh Grlile

- Anti-Pop Fliter

- Wide Range, High Output
Dynamic Element

- Integral Dual Antl-Shock
Suspension

- Dle Cast ZInc Alloy Enclosure

F - Velvetized. Scratch and Stain

Resistant Finlsh
G - Professional 3 Pin Audlo Connector Cucle 2009 o Keader Servic Card

m o AR>

PR g TR URRRRET"Y RN, Ao i - A  —

for. mare infoamagiory

/ pleas¢contact: 1 f
Pasqy/Sound Products, e
14.Firsf St - Pefham, MY 10803
Phopé 914-7.38- 4809 /
Telex No. 646783 /|
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A comparison of three micro-
phone polar patterns.

1. Cardioid response. Theoretically,
it's totally dead in the rear.

2. Hyper-cardioid response. It's
less sensitive at the sides, but the
rear lobe indicates some sensi-
tivity to sounds from the rear.

3. Bi-directional response. The two
circles show it's even less sensi-
tive at the sides, but the rear is
just as sensitive as the front.

330
\

e

are both circles, giving us the figure-8
pattern.

So what? Well, as the A:B proportion
is varied and the cardioid pattern
evolves into a front-lobe circle, the
sensitivity at both sides is reduced. In
other words, the mic’s front-axis ac-
ceptance angle gets narrower and
narrower. The mic gets “tighter’ up
front, at a tradeoff cost of a little more
reverse-polarity sensitivity at the rear.
So compared to an ideal cardioid, the
hybrid mic is less sensitive to sounds
arriving from the sides and more sen-
sitive to those coming from the rear.

The advantage is that in many stu-
dio setups, it's reasonably easy to
make sure nothing important is going
on directly behind the mic, but almost
impossible to place it so that nothing
much is happening on either side.

Fortunately, such microphones are
readily available, and the well-known
Electro-Voice RE-15 is a good example
of one. It belongs to the super-cardioid
family whose polar response pattern
may be plotted as 0.375 + 0.625cos.
By the way, that “super” adjective is
not just ad-copy hype. That, and hy-
per-cardioid, are two commonly en-
countered terms. Hyper means over,
so it describes an “over-cardioid” pat-
tern. And since the RE-15 and its rela-
tives are above the hyper pattern, call-
ing them super-cardioids avoids such
unlikely terms as hyper-hyper, over-
hyper, and such. Maybe this table of
the whole works will help (maybe not).

\
\
270 / : -‘$
AL
%7

WS

s

210

2t

)

2%

150

LEGEND
e B1-directionat

180

o= == Hyper-cardioid
= = = Cardioid

Try following along with the math:
But what if the output of Mic 2 is re-

second case, the A components can-
cel. So the first pair always produces

A + B A

Micl 0.5 + 0.5cos(0) = 05
Mic2 0.5 + 0.5cos(180) = 0.5
The result is; 1.0

versed in polarity? Again, nothing to
it. We already know that a polarity

an omni-directional pattern, and the
second always creates a bi-directional

Micl 0.5 + 0.5cos(0) = 0.5 + 0.5(1)
Mic 2 -0.5 — 0.5cos(180) = -0.5 — 0.5(-1) (note - signs)

The result is; 00 +1.0 a bi-directional pattern
reversal is indicated by a negative  pattern.

value, so:

QOkay, but what happens to sounds
arriving at Mic 1 from some off-axis
angle—say 37.43 degrees? That

A + B
0.000+ 1.000
0.250+0.750
0.375+0.625
0.500+ 0.500
1.000+ 0.000

Description
bi-directional
hyper-cardioid
super-cardioid
cardioid

polar pattern looks like this

a figure-8

narrow front lobe, large rear lobe
wider front lobe, smaller rear lobe
heart-shape pattern with no rear lobe
omni-directional perfect circle

It's not over yet. Take two cardioid
microphones, place them back to
back, combine the outputs, and what
have you got? It's simple (almost). Just
bear in mind that a sound arriving at
the front (O degrees) of one mic is also
arriving at the rear (180) of the other.

22

means it arrives at 37.43 + 180 de-
grees at Mic 2. So who cares what the
cosine of 37.43 degrees is? Whatever
it is, the B-component is plus-whatev-
er for one mic, and minus-whatever
for the other. In the first case, the B
components cancel out. And in the

For that matter, any two identical
cardioid-style mics produce the same
results when combined. And that's a
lot easier to visualize by following the
math than it is from staring at polar
patterns all day and trying to guess
what will happen if...

After you go to the bother of work-
ing out a few examples on the calcula-
tor or computer, you'll see that the
actual A and B values don't really
matter. What matters is that one com-
bination always cancels out both Bs
and the other always does the same
for the As. So you're left with eitheran
omni-directional pattern or a bi-direc-
tional one, and never anything else.

It's worth reviewing all of the above
until it makes sense, especially for
those who don't have an unlimited
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number of all types of microphones
on hand. Now and then something
will come along that requires a micro-
phone that doesn't exist, or at least not
in your inventory. But with a little mic
math, you can create it yoursell.

For example, try to make a perfect
cardioid-pattern mic out of a pair of
cardioids of dubious pedigree. Since
you have no idea what the A and B
components are, just pick two num-
bers out of a hat. Keep it simple and
use 0.4 + 0.6 for both of them. For a
sound arriving at 180 degrees, the
output of the first mic is:

0.40+ 0.60(-1) =-0.2

Now attenuate the relative sensitivity
of the other microphone so that its
output at zero degrees is 0.2 (which
on paper is done by multiplying the A
and B components by 0.2). Place it
back-to-back with the first mic and
combine the outputs. This gives us:

gets watered down according to the
actual distance between them. If two
mics are reasonably far apart, there's
little or no interaction. Butif they're not,
watch out. Better yet, listen. Combine
the outputs in the monitor so that if
there's going to be a disaster you can
do something about it now, rather than
“fixing it in the mix.” More than one
stereo piano has gone off into the great
beyond when heard (make that, not
heard) in mono later on.

The KISS of the MS
Microphone

One of the intriguing side effects of
digital recording technology seems
to be a re-examination of conventional
recording techniques. Often the famil-
iar multi-track mono pickups don't
come off nearly as well as the KISS
(Keep It Simple, Stupid) technique. For
now ['ll stay away from "we'll fix it in
the mix” vs. "get it right the first time”
arguments and just assume that a ster-

A B
040 + 0.60(-1)
0.08 + 0.12(1)

048 - 048

-0.2 from above, and
0.2, when combined with the first mic is

0.0 zero output at 180 degrees.

Note that the resultant A and B com-
ponents are equal—the sign of a per-
fect cardioid microphone (on paper at
least).

Meanwhile, back in the studio, the
produceris thinking about going else-
where while you get your math worked
out. But once you do, you'll see that
any vaguely-cardioid mic placed back-
to-back with an identical one can be
worked up into a pure cardioid pat-
tern by attenuating the amplitude of
the rear-facing mic until it cancels out
the rear lobe of the front one. In the
example above, the rear-facing micis
way down in overall sensitivity (0.2 as
opposed to 1.0), and its own rear lobe
has a slight effect on the overall output
sensitivity. That's why the A and B
components are both 0.48 instead of
0.50 as before.

Is All This Really Worth It?

Probably not—at least not in a real
recording situation. But it does help to
gain a better idea of what might hap-
pen when the outputs of two micro-
phones are combined, intentionally
or otherwise.

Even if everything is on a separate
track, sooner or later the tracks (that s,
the mic outputs) get combined. If two
mics were both live in the same studio
at the same time, then their outputs
are combined, whether you meant it
or not.

Of course, the mics were not sitting
at the same location, so all of the above

eo microphone technique is of interest.

From the above example of combin-
ing two cardioid microphones, with
and without a polarity reversal, we
can see that a pair of identical micro-
phones can produce two entirely dif-
ferent outputs. Since the combination
doesn't have to take place immediate-
ly, it's easy enough to record each
mic on its own track. Then, lateron, an
omni-directional pattern can be pro-
duced simply by combining the tracks
without a polarity inversion. At the
same time, an omni-directional pattern
can also be created by combining the
same outputs with an inversion.

For experimental purposes, this
technique will let you compare the
effect of an omni-directional and a
bi-directional pickup long after the
session is over. And it leads us to the
next logical step: if two identical mi-
crophones can be combined as de-
scribed above, what about two non-
identical microphones?

A stereo microphone is actually two
microphone capsules mounted with-
in @ common housing. They are as
close together as is possible, so that
when their outputs are combined (one
way or the other) the new outputs will
be predictable. With a little careful
planning, one combination can pro-
duce a left-oriented pattern, while the
other combination produces a right-
oriented pattern.

Tune in next month to find out how
to do this. n
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FLOPPY DMSX DRIVE

. .you cat‘t sample and play back ona M|D| keyboard Guitar-to

r even froma set of drum pads. From the sound of a road grader to a rocket . . . from a note
on Louie’s trumpet to the honking of a goose . . . any sound can be easily sampled and then played
back on your MIDI keyboard. Yes .. .even the old analog and digital synthesizers can be sampled
and instantly replayed at the push of a button on the SS00.

Features: Available Sound Disks for the AKAI S900:
® 4C kHz Sampling Rate SL501 Piano 1, Piano 2, Honky Tonk

® 32 Sample Points SL502 Bass

* 12-Bit Resolution SL503 Drums

* 8 Individual Audio Outputs Plus Left, Right, and Mix SL504 Voices, Flute-Vocal

* 12 Seconds of Sampling Time at Full Bandwidth SL505 Orchestra

® 64 Seconds of Sampling Time at 4 kHz Bandwidth SL506 Strings 1

* Adjustable Sampling Rate for Each Sample SL507 Brass

* Velocity and Positional Crossfade SL508 Harp Gliss, Cello Viola, Pan Pipes

* MIDI Compatible Plus an RS232 Port SL509 Pizz Strings, Eastern, Kalimba, Piza Strings
* 3.5" Disk Drive SL510 The Isiand—Steel Drum, Shaker, Island

¢ Full ADSR, Filter, and LFO Bell, Bass Marimba
SL511  Bell VT, Strings, String Bell 1,
String Bell 2
SL512 QGuitars, Fuzz Guitar 4, 4-in-1
Guitar, Fuzz Guitar 1,
Fuzz Guitar 2
SL513 EFX1 Baby, Lotus,
Zipper, Can, P
Y Gong, Glass .
professiona o

Creative At Heart.
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Floor monitors—rather than headphones—brought a “live" feel to the project.

Live In Session
brings together a
few of the label's
big guns.

by Dan Daley

"Owning a record company wasn't
something | always dreamed of doing.
[t was just something we tound our
selves in the middle of one day.”

Dave Grusin's laconic voice spills
forth from a definitely non-hi-fi speak
erphone in the New York headquar-
ters of GRP Records, the label he co-
heads with Larry Rosen, his long-time
production and business partner. Ros
en sits at his cluttered desk—on which
CD disks are used as coas:ers—and
listens, reacting to Grusin’s comment
with a smile and a stifled laugh. "Dave
doesn't like to deal with the business
aspects of all this,” he says. "He pre-
fers making music.”

Fortunately for all concerned, Gru-
sin is guite good at that. While best
known in the pop realm for writing the
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theme to NBC's St. Elsewhere, heisno
stranger to the pop and jazz fields,
where his credits include arranging,
performing and producing forand with
artists like Quincy Jones, Paul Simon,
Billy joel ar.d Dave Valentin. In Hol-
lywood, he's notched over 20 film
scores on his belt, with four Academy
Award nominations, including Bes:
Original Song in 1984 for the film Toot-
sie. In addition to the aforementioned
St. Elsewhere, Grusin has composer
credits on nearly a dozen television
shows, including Maude and Baretta.
He's also managed to create several
solo LPs.

The partriership between the two
began when they were working in
Andy Williams' band in the '60s, Gru-
sin on keys and Rosen on drums. In
1966, Grusin went to Hollywoed to
become musical director for Williams'
network television show, while the
Bronx-born Rosen headed back east
where he worked on jingles and began
producing and engineering in hisown
8-track studio in his New Jersey home.

In 1972, Rosen produced Jon Luci-
en's first LPfor RCA and called Grusin
to do string parts. That began a rela-
tionship which moved through a pro-
duction conipany, then on to a label

A DIGITAL COMMITMENT

deal with Arista Records, and finally
to GRP as an independent entity

Wanting to expand the available
horizons for jazz, the two took a cue
from legendary jazz producer Creed
Taylor. Says Rosen, "Taylor was tak-
ing artists who years before might
have been on [seminaljazz label] Blue
Note, and who would have made their
records live with a couple of mics set
up the way their club acts were done.
Creed developed the approach of tak
ing jazz and putting it into a more
orchestrated and produced setting
and using more technology. Our thing
was to take that approach further,
overdubbing, leaving space forstrings,
percussion, horns, whatever, and cre-
ating a more produced product.”

GRP is a jazz label. It says so right
on the front of the company’s catalog
brochure. But to simply characterize
what Grusin and Rosen have set out
to do as that is misleading, according
toRosen. "The range of music we work
with spreads over such a wide spec-
trum that it's hard to pigeonhole things
and say, ‘This is jazz.” On one hand,
that's our common denominator, but
on the other hand, it isn't. The reason
that the term ‘jazz' is used here atall is
because in this industry you need cat-
egories and classifications for radio
and retail. So that's where jazz fits
in here.

"I would have to say that the real
common denominators are artistic vir-
tuosity and the sound quality that we
strive for. We're very concerned about
the sound of the product. All through
our records, whether they're more jazz
ormore pop in nature, the quality level
is high.”

All albums in the GRP inventory
are digital masters, and all are availa-
ble on Compact Discs, a technology
the company embraced from day one,
Rosen stresses. The roster of artists tes-
tifies to the virtuosity Rosen wants—
names like Dizzy Gillespie, Tom Browne,
Gerry Mulligan and Billy Cobham.
And while all the records have the
sonic qualities expected of digital re-
cording, onein particular reflects both
of Rosen’s criteria and also illuminates
the sort of artistic cooperation that
stylizes the company.

GRP Live In Session is a collabora
tion between Grusin and GRP artists

MIXVOL 10.NO 7
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Behind Every Synclavier <:
There’s a Success Story

Profile: Murray Allen

Accomplished musician. composer. engineer and businessman, Murray Allen owns one of the
largest audio facilities in the world. Universal Recording offers every service in the field of audio
from 24-track recording studios. film mixing theaters. and video sweetening rooms to remote sound
crews and even a cassette duplication factory. Murray knows that every piece o equipment he
purchases must not only provide the highest sound quality and operational flexibility available, but
also be able to prove itself financially with a solid returr: on investment. He comments on Universal's
recent completion of a dedicated Synclavier studic:

“We at Universal feel a studio cannot honestly call itself world-class nor car it claim to be
state-of-the-art if it does not own and utilize a hard disk-based digital audio A
manipulation system. Now having said that, we have researched every such 7 % 7,

one system sophisticated enough. fast enough, with the kind of sheer computer /

power we need to serve our clients. That system is the Synclavier ”
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guitarist Lee Ritenour, flautist Dave
Valentin and vocalist Diane Schuur,
augmented by Carlos Vega on drums,
Abraham Laboriel on bass and Larry
Williams on keyboards and sax. The
album came about almost as an after-
thought to a tour of these performers
arranged at the behest of component
manufacturer JVC, which was seek-
ing to promote its new line of CD play-
ers. "JVC chose jazz as the medium
they wanted to use since they felt it
represented a certain level of qual-
ity,” recalls Rosen. "They came to us
and wanted to put together a GRP
package to tour across the United
States. We ended up doing ten cities

in 1985, and at the end made a video
of the tour.”

‘Right,”” chimes in Grusin with a
laugh. "The tour, initially, was meant
to support the Harlequin record Lee
Ritenour and | had recorded. They
shot the video, and then Larry decided
we needed an album to support this
video. We ended up making an album
of a tour that was originally supposed
to support another album. I guess you
could say that we did it kind of
backwards.”

They considered a concert perform-
ance for the setting, but felt that there
would be too many acoustic variables
in such a situation. So it was decided

Our new software installed in your DR1 offers you the most extensive MIDI
implementation of any reverb made and includes Performance MID1!

You now have real time control, in addition t
dump and reload, and master/slave operations a
Other features standard in ART's new Versic
Flanger/Chorus Room, a Preset Se

Factory Presets

somputer control, preset
ing you to link two DR1s
1.2 software include a
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DR1 with Performance MIDI

PRESETS
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D/A BANDWIDTH

16 BIT LINEAR - 14KH2 RESPONSE!
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REMOTE CONTROL

YES' FULL CONTROL OF ALL REVEREB AND PERFORMANCE MIC! FUNCTIONS!
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SPECIAL EFFECTS.
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DECAY TIME

01 TO 25 SECONDS AND DYNAMIC DECAY TIME CAPABILITIES

PREDELAY

00 TO 200ms. IN 1 Oms. INCREMENTS!

OTHER CONTROLS

HF DAMPING, POSITION AND DIFFUSION!

Simply, if you want the best sounding reverb with the fullest MIDI
implementation available including the best sounding PLATES, ROOMS AND
HALLS, contact us. We'll continue to impress you with unique products that

deliver superior performance!

Digital Reverberation Systems
Digital Delay Systems
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.

® Full Line of Equalizers

® Pitch Transposer Packages
* Software Update Packages
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SOUNDED SO GOOD!

Call or write today. for more information’

Applied Research & Technology Inc.
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Rochester, New York 14608
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to record the band live in the studio
and shoot a video of that performance
as well. "We wanted the vibe you get
from performing live,” says Rosen.

The Record Plant in Los Angeles
offered the kind of space needed to
accommodate an audience and also
provided the technical capability.

Pre-production was sparse since, as
Rosen points out, the band had just
come off the tour and was more than
ready to record. A single day of re-
hearsal was set up primarily for the
benefit of the video crew, who had to
coordinate five cameras with a sup-
porting remote truck outside the stu-
dio. "The whole rehearsal was ready
for them to block out the shots and get
comfortable with the room and be-
come familiar with where the solos
were,” Grusin says. "And we also had
to give our engineer a chance to get
sounds happening.”

The night of the recording, the audi-
ence filed in, surrounding the open
floor area where the band had set up.
Many of the participants had won their
placesin a promotional giveaway GRP
had coordinated in conjunction with
local jazz-format KBGO. "We didn't
want a totally 'industry’ crowd,” ac-
cording to Rosen. "We wanted people
who were really fans out there listen-
ing and reacting.”

Lee Ritenour was the producer on
the session. Rosen says that this was
quite standard for GRP: "We're the
executive producers of all of our proj-
ects. It's beyond David and [ to do all
the productions, but we keep a hand
in every aspect of it” A number of
GRP records employ producers from
outside the immediate family, but nei-
ther Rosen nor Grusin are ever far
away. "It's not like a lawyer or an
accountant who owns a record com-
pany,” he says. "We basically come
from a background of making records
ourselves so we know the people in-
volved and it's easier for us to sitdown
with ourartists and talk tothem. . .and
understand their feelings.”

The video (which like the album,
cassette, and CD is slated for commer-
cial release) is sequenced the same
as the album, reflecting Grusin's de-
sire to represent a live performance.
Done in a straightahead cinema ver-
ite style, with no special effects, the
result is effective in that it allows the
virtuosity of the performers to main-
tain center stage. Diane Schuur’s per-
formance, in particular, is electrifying.
Blind due to an accident at birth, the
Seattle native's vocal control is nothing
short of amazing. Both the recording
and video reflect the substantial crea-
tive capabilities of the GRP artists.

"We tried to do it as we would a
concert,” says Grusin of the studio
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performance. "The only times we
stopped and started was to give the
video and crew a chance to change
reels and to give Diane time to come
up to the mic.”

Engineer Don Murray was an easy
choice for the project. "Don has been
Lee's engineer for a long time,” noted
Grusin. "I've known Don for years; we
did the Harlequin record (a collabora-
tive Grusin/Ritenour effort) together.”

Murray says his approach was to
"deal with it as if we were in the studio
making an album. | had to deal with
the extra noise from the monitors used
for everyone except Carlos. Luckily, I
got away with having Carlos wear
headphones. That helped avoid leak-
age into the overheads. The quitars
were taken stereo direct and miked
near field with AKG 452s on the EVs
in the Bag End cabinets. The monitor-
ing situation became easier because
of going direct. The only leakage |
had to worry about was the drum over-
heads, because I gated the rest of the
drums except for the hi-hat. The only
live mics were on the guitar amp and
vocal mics. l used AKG 414s for vocals
and on the flute. On sax, I used a
Neumann tube U47, and I had to play
with placement to get the best signal
to ‘room noise’ on all the mics. The fact
that we recorded digital was great. We

TECHNICAL SUPPORT

Guitarist/producer Lee Ritenour
and GRP co-founder Dave Grusin
listen to playbacks of the digital
multi-track master during a
mixing session.

mixed down on the JVC digital ma-
chine and that kept a lot of presence
in there, all the ambience.” Murray
mired the record and then mastered
it w'th Wally Traugott at Capiteol Studios.

Grusin played a Kawai electric
grand that was connected via MIDI to
a Yamaha DX7 and a Roland Super
Jupiter. The piano is not custornized
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for Grusin per se, but he says that "the
balanced output was a little flaky at
first. Most instruments that come right
from the factory aren't really balanced.
You have to adjust them, and that was
done on this one. | think the whole
outputlevel was adjusted downward.”
Grusin's signature St Elsewhere
theme was included on the record-
ing, but notbecause of its recognition
guotient among listeners. "We did it
because we had been doing it in the
show,” he notes. "It was part of the pac-
ing of the performances we had been
doing on the tour, and it was also the
right length, we made it the closer.”
The recording was done multi-track,
onto a Sony 3324 24-track, which
gave the performers some leeway
afterward for corrections. " think ev-
eryone hadtofix a few thingsin terms
of their parts,” Grusin comments. "But
still there wasn't a lot of overdubbing
later. Lee fixed a solo here and there,
and there were some static problems
on some of my stuff sol had to fix that.
But [ think that the record, overall,
does represent a live performance.”
Editing was done on a JVC system
and the record was mastered at Wal-
ly's at Capitol. According to Grusin,
"In the past, we've done our mastering
onJVC systems, but now we're begin-
ning to rely more on the Sony sys-
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Keyboardist Dave Grusin double checks his MIDI setup (Kawai electric
grand, Yamaha DXZ7, Roland Super Jupiter) during a rehearsal.

tem,” since the CD pressing facilities
GRP uses also employ Sony equipment.

Larry Rosen points out that neither
he nor Grusin ever expected GRP 0
grow so quickly; the company now
boasts an office in Zurich, Switzerland,
to handle European releases. One by-
product of this success is the fact that
GRP isn't totally reliant upon other
studios: at the center of its two-floor
group of offices in Manhattan isa con-
trol room with a Neve 8058 console
and a Studer A80 24-track deck. Out-
board equipinent includes two Lexicon
PCM 415, four Kepex gates, a pair of
Pultec EQP-1 equalizers, a Yamaha
REV7, KEF 101 monitors, and Sony
digital mixdown equipment, inciuding
the PCM1630 and DMR 2000 and
DMR 4000 digital recorders 2-track,
DAE 110 Digital Editor. The actual
building of the room had the makings
of a nightmare, though.

After clearing the floor of existing
walls, the control room was designed
to be at the heart of the operation,
since, in Rosen's words, "it was the
centerof ourlives.” Every room in the
suite is connected to the control room
with audio and video tie lines. For in-
stance, a drum kit could be set up in
Rosen’s office and recorded. Harry
Hersh, who built Media Sound in New
York, was the project coordinator. A
British design firm, Allan Grove Asso-
ciates, presented a low bid and work
began. One of the big problems was
soundproofing; normal isolation tech-
niques like floor floating couldn't be

used since the building's {loor couldn’t
handle the load factors. Grove devel-
op=d plans to meet these and other
restrictions, but after construction was
a little over half done, the British firm
decided its original estinate was too
low and asked for more money, ac-
cording to Rosen, who balked at pay-
ing, citirg their contract. Grove then
le*- the project altogether, leaving sev-
eral subcontractors unpaid. There was
nothing left to do but dig in and finish
itthemselves, which is what nappened.
Dave Smith, a wiring designer who
Phil Ramone favors, did the wiring. A
few morths later, the project was fin-
ished, and overdubs and mixes are
now routine.

With GRP currently making and re-
lzasing up to a dozen records a year,
Rosen says he has his hands full run-
ning the company on a day-to-day
basis, and doesn't miss being a work-
ing drummer or engineer.

For Grusin's part, he likes the fact
tna* he can be associated with the
label without having to deal with the
nuts and bolts headaches that his
partner handles with obvious relish.
Continuing on with his film work, Gru-
sin says that he tries tc be selective
apout projec:s he chooses, pointing
out that, "Film work is not 50 much to
do with music asitis to do with drama
or theater; it's the film that's the me-
dium, not the music.” But ultimately,
to Grusin, "It's all interesting, and as
long as it remains that way, it's worth
doing.” n
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Project engineer Paul Beliveau

AUDIO LOGIC.
NO MORE “IF ONLYS!

Introducing
Audio Logic. Pro-
fessional audio
equipment con-
ceived, designed
and crafted to
deliver the kind of sophisticated per-
formance that leaves absolutely nothing to
be desired.

We've studied every conceivable
parameter in order to anticipate potential
shortcomings. It’s our job to make sure
those compromises don't wind up in your
studio with our name attached.

Our MT66 2-channel Compressor-
Limiter is a good example. Not only does it
offer dynamic range compression from 1:1
to infinity:1 and a wider range of attack and
release times, it also features a built-in
noise gate and soft-knee characteristics for
less obtrusive compression.

The MT44 4-channel Noise Gate gives
you signal attenuation from 0 dB - 100 dB,
with release time of 50 milliseconds to

MT44 4-channel Noise Gate (top) MT66 2-channel Compressor-Limiter (bottom).

4.7 seconds and
wide threshold,
-48 dBv - -8 dBv.
We've even included
a key input and
special control for
triggering other devices.

Audio Logic offers you greater control
over specific parameters than any other line.
At a price that’s more than competitive
with today’s leading names in pro audio.

And there’s a full line of superbly engineered
professional signal processing equipment
from Audio Logic still to come.

It's a pro audio line that is as close as
you can come to perfect With no ‘ands.

No ‘buts. And no ‘if onlys.

Contact your professional audio dealer

or sound contractor for a closer look. Or

for additional information,

write: Audio Logic /‘ I I

5639 So. Riley Lane

Salt Lake City, Utah AUDIO LOGIC
84107 ® 1986 DOD Electronies Corporation
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SERIES il VOICE SYSTEM

90db Voice/Channel Cards (up to 16 voices available,
standard system). Expandable to 80 voices via
external voice racks.

Separate 16 bit D/A converters, dynamic VCF, VCA for
each Voice/Channel Card.

16 bit, 50kHz, stereo audio sampling (100kHz in
mono).

Up to 14 megabytes Waveform R.A.M. per 16
channels in the standard system which provides over
two minutes sampling time at 50kHz.

Contains 12 microprocessors including 10-6809 and
2-68000's. Runs 0S9+w Multi-tasking operating
system and high-level languages.

Waveform Editor software allows extensive waveform
editing, Fourier analysis, synthesis and resynthesis
functions.

SMPTE read, write and sync with “chasing” capability.
MIDI user programmable-3 input/4 output.

High efficiency switchmode power supply.

MASS STORAGE SYSTEM

8" DSDD floppy disk drive (1IMb) and controller.

60Mb or 110Mb (formatted) 52" Winchester Hard
Disk Drive with controller. Standard S.C.S.1. allows for
connection of additional hard drives and other mass
storage media.

Optional 60Mb streaming tape drive and/or additional
Hard Disk Drive.

GRAPHICS TERMINAL SYSTEM

82-key alphanumeric keyboard includes 15 special
function keys (assignable) and high resolution graph-
ics tablet with stylus.

High resolution 12" Video Display Unit (VDU).

MUSIC KEYBOARD CONTROLLER

6 Octave F to F

Velocity action.

MID! implementation.

Pitch and modulation wheels along with programma-
bie switches and controls

SEQUENCERS

Music Composition Language (MCL) text based
composer.

Rhythm Segquencer (RS). 16 track recorder with
graphic note events.

Composer, Arranger, Performer, Sequencer (CAPS).
Up to 80 polyphonic tracks assignable to internal
voices or externally through MIDI can be programmed
in real time, quantized, non-real time. Extensive
macro and micro editing features. Tracks can be
viewed as conventional music notation.

All sequences sync and trigger to SMPTE time code.

SERIAL INTERFACES
Dual printer ports.
Telnet Communications software.

Fairhght Instruments reserves the right to change specitications
without notice.

...THE INDUSTRY STANDARD.
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THE TASCAM MS-16: FOR THOSE WHO'VE HEARD IT ALL BEFORE.

We designed our new 1" 16-track especially
for the skeptics. Those who have heard all
the other 16 tracks...and all the other
claims. Hearing is believing, and the MS-16
delivers enough audio quality o convince
the most critical cars. But that's just part
of the story. The fact is, the closer you look
into the MS-16, the better it gets.

The MS-16's superlative performance
begins with our new micro-radii heads.
They virtually eliminate**head bumps” and
ensure flat frequency response. Put this
together with direct-coupled amplifiers
throughout, plus ultra-quiet FETs, and you
get exceptional transient and low fre-
quency response with extremely low
distortion.

Unlike most tape machines, the record/
sync and playback hcads on the MS-16 are
identical in performance, so you can make
critical EQ and processing decisions on
overdubs or punch-ins without having to

go back and listen a second time. You get
what you want sooncer and with fewer
headaches.

Reeord/Function switches for cach track
allow cffortless, onc-button punch-ins.
Input Enable allows instant taikback dur-
ing rewinds With the MS-16, you're free
to concentrate on the project at hand. ..
rather than on your tape machine.

The MS-16 takes the gricef out of locking
up with other audio and video machines
as well. The 38-pin standard SMPTE/EBU
interface affords speedy, single-cable con-
nection with most popular syrchronizers
and editing systems. And the MS-16's new
Omega Drive transport stands up to con-
tinual shuttling while handling tape with
kid-glove kindness.

Take a closer look at the MS-16. See your
TASCAM dealer for a demo, or write us for
more information at 7733 Telegraph Road,
Montebello, CA 90640.

THE SCIENCE OF BRINGING ART TO LIFE.

¢ Copyright 1985 TEAC Corporation Of America

Circle #018 on Reader Service Card

THE TASCAM MS-16 SIXTEEN TRACK




GARYiWONDERLAND

An Interview with Gary Olazabal & Stevie Wonder

SNEHING
AL '@M””ﬁ‘fm
{BGNZAY

I imagine the kings of old as operat-
ing like Stevie Wonder, surrounded
by circles of friends, courtesans, visit-
ing dignitaries, guards and jesters.
Penetrating to the heart of the matter
takes grace, persistence, luck, humor,
and lots of time.

[ first met Steve, as he isoften called
behind the smokescreens, while man-
aging Lyon Recording, a comfortable
little 24-track studio in Newport Beach,
California. It was the late '70s and we

had just gone into deep hock, rebuilt p—__—

the studio and put in a computerized
console. As an incentive to find a top
artist, we offered a free day to the
Wonder organization.

Curt Lyon, owner and chief engi-
neer, and [ went into temporary shock
when they accepted. We began gear-
ing up for the arrival. For the next
three months, we would enjoy a rare
treat—hanging around and seeing a
living, and entirely unique, legend at
work. We sat on the edges of ourseats,
terrified with the thought of a screw-
up that would bury us instantly in stu-
dio history.

Stevie was preceeded by cars full of
engineers, assistants, roadies, friends
and people with vague jobs. The sys-
tem was a mystery, but when Steve
wentto work, everything wentsmooth-
ly. As the engineer ultimately respon-
sible for organizing and getting it on
tape, Gary Olazabal was a focus of
cool serenity in the spontaneous play.
We never knew when they would ar-
rive (which makes booking a one-roomn
studio a master’'s education in jug-
gling), or what they would need in the
outboard rack, or when they would
finish.

Stevie likes to keep things light with
little practical jokes. He once called
from his car and with a high, jivey
voice asked for himself. "T hear Stevie
Wonder is recording at your studio—
is that true?!” I was bound to secrecy.

JULY 1986
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Trying out some new material with Stevie.

Since 1972, Gary has been the man at the
board, explaining the knobs and showing
Steve how tc move them as a team. Their
relationship is casual, yet exact and often

wordless. . .

He said he was with Steplanie, his
right-hand gal. This was inside info, so
I justsaid if she didn't know where ke
was, | sure didn't. After hanging up, |
realized | had been duped, but it was
a pleasant joke.

When he arrived, | spoke of myself
in the th:rd person and told S:evie that
after the phone call, Mr. Bonzai had
become so excited that rie took a walk
and fell in the bay. He deadpanned,
“Oh, really?”

From ‘ime to time since those days,
I've had the fortune to further observe
Gary and Steve working iogether.
Their relationship is casual, yet exact

and often nearly wordless. Since 1972,
(Gary has been the man at the board,
explaining the knobs and showing
Steve how to move them as ateam. In
the course of his career, Gary "O", as
he is known, has worked with Thcmas
Dolby, Frank Zappa, Neil Diamond,
Paul McCartney, Dionne Warwick, The
Four Tops, The Temptations, just about
everyone at Motown, and for the Jap-
anese artist, Miyuki Nakajima. His
combination of technical expettise
and extrasensory insight has taken
him around the world of sound.
Gary came up to Cafe Bonzai re-
cently for some homemade Japanese
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Gary Olazabal

“I was working at the Record Plant, going
through the whole procedure of becoming
an engineer: go-fer, janitor, and then
assistant engineer. . .1 was mixing Billy
Preston and working with bands like Rufus,
and I was assisting Steve’s engineers. When
they split up, I was the next in line. . .
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shabu-shabu and a chat with Keiko
and myself. Later, we would venture

down into Hollywood for a session in
Wonderland.

Bonzai: How did a 20-year-old kid
end up in the Stevie Wonder camp?
Olazabal: Well, you see, | was born a
poor black child myself (laughs). Actu-
ally, I was working at the Record Plant,
going through the whole procedure
of becoming an engineer: go-fer, jani-
tor, and then assistant engineer. For
some reason, people had faith in what
I wasdoing and I started engineering
very quickly. I was mixing Billy Pres-
ton and working with bands like Rufus,
and [ was also assisting Steve's engi-
neers. When they split up, [ was the
nextinline. I really admired him, liked
him, and we got along pretty well.
We've been working together ever
since Songs in the Key of Life.

Bonzai: You've got a down home,
C&W style about you—where did you
come from?

Olazabal: | was born in downtown
L.A.—does that explain it? My mother
is Comanche and when I was young
we moved to a ranch, and raised hors-
es. Maybe that's where it comes from,
but I didn’t know [ had a down home
vibe.

Bonzai: Well, you've got a solid calm-
ness and ['ve seen you working when
a lot of people around you were get
ting frantic. Were you that way in the
beginning?

Olazabal: I'm sure ] was a little fran-
tic on the inside. I got very anxious
and couldn't understand all that was
goingon. Aftera while, I just wouldn't
let the pressure get to me—I got sort of
numb. Now, [ just let things roll off. . .

Bonzai: It seems to be the only way to
survive in such a hectic lifestyle.
You've probably seen a lot of people
come and go.

Olazabal: Yeah, a lothave come and
gone, but there are many of us—like
Bob Harlan and Mick Parish—who
have remained through all the years.
People are loyal to Steve, and he's
very loyal to us. He backs us up when
we need it.

Bonzai: What have you learned from
working with Steve?

Olazabal: Patience—andI've obvious-
ly learned his style of production.

Bonzai: Is itdifferent from most artists’
workstyle?

Olazabal: I think it's very different.
His way of working is very spontane-
ous. Lately, though, we've moved into
nearly total synthesized recording.
Steve does a lot of programming at
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home now and guite often we just go
into the studio, press a button and it
just goes. The overdubs are still pretty
spontaneous. We go for a sound, an
idea—he never pre-plans. It's an in-
teresting way of working—he leaves
a lot to the magic of the time.

Bonzai: A lot of In Square Circle was
done in Europe—why?

Olazabal: Because we had tofinish it
and he was booked on atour. Attimes
it was very complicated because we'd
be in a different town every day—in
France, Germany, Spain. It was a bit
weird but we finally got a remote truck
and achieved some normalcy.

Bonzai: Steve certainly gave you a lot
of credit at The Grammys—What do
you think he's learned from you?
Olazabal: I don't know. [ know he's
been really patient with me—we were
both young when we started working
together.

Bonzai: That's funny—I tend to think
of him as born mature.

Olazabal: He seems that way a lot,
but if you spend enough time with
him you realize he's as much of a kid
as most people in the entertainment
business, if not more so.

Bonzai: Is he constantly sticking you
with new technology to master?
Olazabal: He buys a new synthesizer
just about every week. In the analog
days, | had to study every synthesizer
that came in, because he didn't really
have a programmer. There was no
one else to show him, so it would end
up with the two of us fiddling with
knobs for a long time. But now that
we've moved into digital synthesizers,
things are a lot more straightforward.
Some of his instruments are pretty
esoteric, but he doesn’t buy things as
whimsically as he used to. Things have
cooled down in that area.

Bonzai: You have associate producer
credits on the last two albums—was
that a big change for you?

Olazabal: No, there's been no real
change in my role. I'm more knowl-
edgeable now as a producer, but we've
always worked closely. There are just
hours and hours of us alone in the
studio, so quite often there’'s no one
else to offer any feedback.

Bonzai: What are your long range
goals?

Olazabal: To make good music, music
that pleases me. And I'd like to branch
outand take on some outside projects.
I'm sure he wants me to do wellon my
own, and I'll always be there when he
needs me.
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Bob Bralove works with Stevie on
some new synth programs for the
upcoming tfour.

Bonzai: An interesting brotherhood—
QOlazabal: I guess | think of him as a
brother, cause we've spentsuch a long
time together.

Bonzai: You must have been at the
Record Plant in the wild and wacky
days.

Clazabal: Yeah—there was one night
when [ think it was Paul McCartney
on drums, and Ringo, too. John Len-
non and Harry Nilsson were singing.
A Record Plant engineer was playing
bass, and there was Bobby Keyes and
Klaus Voorman. All these people play-
ing instruments that they didn't nor-
mally play, and Steve called me from
a hotel he used to stay at on Holly-
wood Blvd. I picked him up and took
him to the studio where all these peo-
ple were playing, and took him in and
sat him down at the Rhodes. It was just
a mad recording scene, roll after roll,
with people saying it was a Second
Coming. Itll never happen again, be-
cause the musicians in the room were
justamazing. But after a while, | heard
this, "Gary, Gary"!" [t was Stevie scream-
ing in the midst of it all for me to come
and rescue him. It was pretty chaotic,
with people looking for a song that

PHOTO: MR. BONZAI

everyone could play. That was about
the time that we were talking about
working together. I was kind of glad to
get out of the room anyway.

Keiko: The new album has such
strong sound images-—very clear nat-
ural sounds.

Olazabal: You know, it's very difficult
to find a place for recording in nature
where youdon't hear planes and cars.
That was one of the problems we had
in recording the sounds for "Over-
joyed.” My assistant, Steve van Arden,
and | drove up to Zaca Lake, north of
Santa Barbara, up into the hills. We just
got very lucky and got good record-
ings of the birds, and for the bassdrum
we got a big rock and threw it down
into the sand. For the snare drum, we
took a rock and threw it into a pond.
We tried to make natural sounds that
could work like normal percussion
sounds that you would hear on a
record.

Bonzai: How did you manipulate them
for the song?

Olazabal: We took those sounds and
then truncated them and put them
into a computer. That became our
drum pattern, but with that song we
had trouble because we had recorded
some of the music years ago in analog
with an old Rhythm King before trans-
ferring to digital. The Rhythm King is
ancient history—it wasn’t completely
steady so we couldn’t get anything to
follow it easily. Everything was done
in stereo, which made it more difficult.

Bonzai: Were a lot of the songs forthe
new album done a long time ago?
Olazabal: Some of them were started
years ago, but that was the only one
that started out analog.

Bonzai: So, a new Stevie Wonder al-
bum means an accumulation of ma-
ny elements—

QOlazabal: Part of the reason is that
we record so much, and I'm sure that
we've forgotten some of the best
songs. | was recently going through
the library looking for tapes and it's
amazing how many really good songs
have been forgotten. [ puta lot of them
on cassettes to consider for the next
album.

Bonzai: How do you keep track of
everything?

Olazabal: Right now we're starting a
computer cataloging system. We have
all the tapes, so when Stevie goes on
the road we're going to put everything
in order. The problem is that in the
early days we used to let the 2-track
roll and he would sitand compose on
the spot. A lot of the tracks are without
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titles, just ideas, melodies, parts of
songs. We have to listen to thousands
of hours of material and then figure
out some working titles.

Bonzai: Can you remember the most
magical session?

Olazabal: One that comes to mind
was "Love's in Need of Love Today.”
We were doing the vocal and at the
time Jackie Wilson was dying in the
hospital. Steve had just been with him
and the song was very emotional. We
started recording and after a few bars,
Steve started crying because every-
thing was hitting him at once. It made
us all feel the same emotion, and I'd
turn off the mic and wait until he sig-
nalled. The whole night went like that
—very emotionally draining. I don't
know why it sticks out in my mind, but
it was very special. If you listen care-
fully to that song, and to the Martin
Luther King birthday song you'll hear
Steve breaking up. I can hear it very
clearly because I remember the ses-
sions. It always brings me right back
to the time we were recording.

Bonzai: | remember people pulling
jokes on Stevie—like telling him there
was a call on line number four when
the phone only had three buttons—

Olazabal: Well, he's really big on
practical jokes himself. He's especially
playful with his blind friends. One time
we were recording Clarence Bell do-
ing the organ on "Golden Lady.” Blind
people fold their paper money in cer-
tain ways to distinguish the different
denominations. Clarence had dcne
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ordinary what he can do with his tools.

Bonzai: What do you love about him
the most?

Olazabal: His positiveness. When he
gets really down, it's only brietly, and
the slightest thing can bring him up
again. He knows a lot of people and
for whatever reason, he hears a lot of
their problems. He hasto carry a lot of
weight.

Bonzai: What is the most annoying
part of your work?

Olazabal: It used to be the waiting,
but now [ don't wait—although, I can
never really plan anything. [tteaches
moderation, because you can never
enjoy yourself too much, or get too
excited. You can plan something, like
a real special evening with someone,
but you might get beeped at any time.
It's just something that you always
keep in the back of your mind.

Bonzai: Looking back on all these
years, how do you think Steve has
changed?

Olazabal: He doesn’t work as much.
We both get tired sooner, whereas we
used to be able to do a 24-hour ses
sion and come right back after an
eight-hour break and do it again, and
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the synth room where Bob Bralove
and the crew had programmed a re-
peating digital "meow.” Steve laughed
and barked at the imaginary cat. We
continued through offices and game
rooms until we found ourselves alone
in a small back office.

Bonzai: What have you gained from
this long relationship with Gary?
Wonder: Most of all, I think he's a
person who has been eager in creat
ing a marriage between music and
technology—being able to record it
on tape. He has the ability to under
stand what [ come up with musically
and | can share my ideas with him-
he knows how [ imagine it sounding
and can make it a reality. It's like him
watching my ears. And, of course, he's
been a very best friend. We've grown
a lot together and a lot of the time has
been the most significant and precious
time.

Bonzai: Do you encourage his other
projects, experimenting with other
artists?

Wonder: | encourage it because [ feel
that nobody can own another person.
ButIthink we have such a great thing
together thatit would be difficult for us
to do without each other. We both in

spire each other in a way that would
be difficult to achieve for someone
else coming in to work with me, or for
him with someone else. That isn't to
say that we can't, because we have,
and will.

Bonzai: What was the first song that
you wrote?

Wonder: "Lonely Boy"'—never re
corded.

Bonzai: Your first instrument?
Wonder: Harmonica, and then piano.

Bonzai: How did your parents con
tribute to your life as an artist?
Wonder: Well, my mother sang in
church, and both of my parents were
singers. They were never recorded,
but they could hold a note.

Bonzai: You spoke to me once about
some dark premonitions you had
do you often have flashes of the future?
Wonder: Yes, | do, and I'm sure they'll
continue. The interesting thing about
the future is that even with premoni
tions, you live with faith and trust that
whatever you perceive it as being, itis
only a change to move on to another
place for yourself, and those around
you—Iloved ones, friends, acquaint
ances.

Bonzai: What fullills your heart the
most?
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Wonder: [ love people. I love meeting
people and [ love knowing that those
people who are special to me—those
that are very close, but also just about
everybody that I've met—I love bring-
ing a smile, a positive feeling. | have
been fortunate to do many things in
this profession, which is something
that I cherish very highly. And yet, as
much as I love it, [ want others with
talent to have the opportunities. It's
just not enough for me alone—I want
it for other people as well.

Bonzai: In youropinion, who are some
of the amazing artists?

Wonder: There have been a lot of
amazing artists. Tomita is amazing—
I've met him, but never worked with
him. Chick Corea is an incredible
musician and artist; Donny Hathaway
was incredible; Herbie Hancock; Scott
Joplin was a great musician. There's
the music of Stravinsky and Moussorg-
sky. Ella Fitzgerald is incredible;
Princeis an incredible artist; The Beat-
les, both as a group and as individu-
als. I think a lot of the rap groups are
incredible artists and poets. Bob Dylan,
Aretha Franklin, Benny Goodman,
Duke Ellington, Count Basie. The
young gquitarist, Stanley Jordan. B.B.
King, Marvin Gaye, Michael Jackson,
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Lionel Richie, Sly Stone. I'm just nam-
ing a few.

Bonzai: When did the picture of your
life come together and you knew your
destiny?

Wonder: [ think I'm still learning about
my voice and my talents. I'm still grow-
ing and [ hope to grow until the day |
die. And then I hope that what I leave
behind will grow through someone
else and become better than where |
was able to take it.

Bonzai: Will your children follow in
your legendary footsteps?

Wonder: | feel that all three of my
children are already great. [ just hope
to live and enjoy more of their great-
ness. But if [ cannot, on this plane, |
will enjoy knowing that they are just
incredible. We spend a lot of time
together, and it's quality time of spe-
cial moments. As a parent, you per-
ceive life differently than as just a per
son of this Earth. You have things that
you want for your own life, and things
that you want for yourchildren's lives—
to be able to wake up in the morning
and see the sun shine, feel the breeze.
In a new way, you want peace on the
Earth. You worry about where the
world is going, and what it means.
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I recently wrote a song called "Chil-
dren Still Do Live With a Dream.” It's
an interesting song, and very true. It
begins with a Japanese name, "Sachi
says that when he grows up, he'll in-
vent the anti-war and he will if we let
him, because children still do live with
a dream.”

Bonzai: Why did you choose a Japa-
nese name”?

Wonder: Because I think of the atomic
bomb and how much pain it must be
to the people of Japan. | think about
that and the pain of conscious people
who understand the pain of war. And
in a different way, I think of a bomb
that was thrown on black culture many
years ago—and it's still exploding. I
relate to the pain that our culture has
gone through. And | hope all people
can get together and stop it.

Bonzai: Would you ever run for pub-
lic office?
Wonder: Well, [ can'tsay that [ wouldn't
and [ won't say that [ will, because 1
love saying it the way I say it, doing it
the way that I do it. | have allegience
only to my heart and my feelings, and
to the truth as | know it—not the bull-
shit.

—CONTINUED ON PAGE 42
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—CONTINUED FROM PAGE 41

Keiko: I remember a TV commercial
in Japan where you were sitting alone
in the desert and singing. Last year |
was driving through Arizona and
stopped in the wilderness and sat
alone where there were no houses, or
cars—just the sounds of birds and the
wind. As | was sitting with my eyes
closed, [ felt like [ was flying. [ couldn't
find mysell, and | remembered you.

Wonder: It's a funny thing, because
those feelings that you get have noth

ing to do with seeing or not seeing.
They are just feelings that come to
you when you are under the influence
of nature, the magic of nature. You're

in God's hands. I've had the feelings
many times, ever since | was little
just being there, smelling the breeze,
the outdoors, the greenery. There is
nothing like that feeling.

Bonzai: The sounds of nature have
figured heavily in your work—Secret
Life of Plants, and the latest album-
Wonder: | love natural sounds, play
ing with them and creating different
sound statements through and with
them. It's another expression with
seeing, using sounds.

Bonzai: Do you have any other
thoughts about your collaboration
with Gary?
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Wonder: Well, when [ first met Gary
he was assisting Bob Margouleft and
Malcolm Cecil. He was still a child—
learning, experimenting. The mind
was still open—it wasn’t stuck in one
form, and I think Gary has always
kept his mind in a very innovative
state, which is ditficult for some peo-
ple. People fall into these ruts of time.
I've shared with Gary trying to make
things happen on time, but we know
that they will happen in time, at the
time when they're done. It's usually
right on time—I really believe that. It
isn't to say that I'll delay and drag it
out, but I will do things based on feel-
ings, based on what is right. You just
can't rush it—it's a weird thing—you
can, but that can mean settling for
second best. When you say, "'l know
without a shadow of a doubt that thisis
it you know, and you usually don't
regret it. And there are certain things
that you know are right there from the
beginning.

Bonzai: ['ve never had the feeling that
you were stalling. A lot of people are
afraid of completion because that
means they must face success or fail
ure. They run away from it.

Wonder: Andtriponit. | have anidea
of what wantand sometimes [ goone
time and it may not be exactly how |
imagined it. By having time, you're
able to really feel it better and realize,
"No, this isn't it—this isn't right.”
"Overjoyed” wouldn'tsound anything
like it does now if [ had completed it
based on what was available five or
six years ago. It wouldn't have been
right. "I Just Called to Say I Love You"
wouldn't have been right, even though
[ had the beginnings.

Bonzai: What about the tight sched-
ules of touring?

Wonder: Tours are a chance of actu-
ally recreating some of the emotions
you have already had—but doing
them live and sharing that as best you
can—magical moments, those magi-
cal emotions again—with people.

Keiko: InJapan, we have five ideas of
nature—the wind, the fire, the water,
the earth, and the sky—space. If you
could be one

Wonder: | like being the earth.

Bonzai: You're a Taurus, an earth sign,
aren't you?

Wonder: | am a Taurus—I know I
would want to be the earth. I would
not want to change—I love the earth,
but I think the sky would kiss me, the
water would cool me, the fire would
keep me warm, and the wind would
blow away any of the wrong. And the
earth would be me. [ ]
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THE FUTURE
OF AUDIO
CONSOLE DESIGN

by Colin Sanders, Douglas Dickey
and Chris Jenkins

PART THREE

arts [ and 11 of Solid State Logic's
report on the Future of Audio Console
Design [Mix, May and June 1986] de-
tailed the pros and cons of program-
mable analog audio processing and
fully digital audio processing. In this
final installment, the critical issues of
the human interface are discussed.

CONTROLS AND DISPLAYS

Programmable audio processors,
whether analog or digital, require a
new type of control architecture. Al-
though freed from the restraints im-
posed by mechanical linkage, the de-
signer must now develop an alternate
yet equally reliable method of getting
accurate control information to the au-
dio processor, and accurate status re-
ports to the displays.

Beyond satistying the technical re-
guirements of control processing, the
designer must make careful choices
about the ways in which controls and
displays are presented to the opera-
tor. The freedom provided by program-
mability creates a number of exciting
opportunities to improve the man/ma-
chine interface—and almost unlimited
possibilities for getting this wrong!

Before discussing specific types of
programmable control sets, it is impor-
tant to understand two characteristics
that they all have in common. When
compared with a standard mechan-
ical control set (such as a knob with a
pointer on its cap and a scale around
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its perimeter), a programmable con-
trol set providing comparable resolu-
tion will be larger and more expensive.

Since partof the comprehensive re-
guirement for future consoles is that
they must provide more facilities in
less space at an optimum cost/per-

"...part of the
comprehensive
requirement for
future consoles
is that they must
provide more
facilities in less
space at an
optimum cost/
performance
ratio..."”

formance ratio, these characteristics
could spell trouble. This dilemma is
one of the factors that brought about
the concept of assignability.

Assignability

Assignability is an approach to con-
trol architecture based on the concept
of "shared” control sets. A given con-
trol set may be used to perform the
same function for a variety of chan-
nels, or different functions for a single
channel, or some combination of these
two. The term is derived from the need

to “assign” the control sets to the re-
guired audio processing prior to mak-
ing the desired adjustment.

While programmable processors do
not specifically require assignable con-
trols, some form of assignability is a
practical necessity in large systems.

In theory, assignability allows the
designer to reduce the graphic den-
sity of the control surface by increas-
ing the size of the individual control
sets. It also allows the designer to re-
duce the total number of control sets
required for a given number of func-
tions and channels.

If properly implemented, the con-
cept of assignability should thus re-
sult in a smaller control surface that
provides both a greater number of
functions and increased legibility—in
other words, a console thatis easier to
understand and does more in less
space than its standard analog coun-
terpart.

The maindrawback of assignability
is betrayed by its name. Access to the
audio processing is no longer instan-
taneous—it must be assigned. This ap-
plies not only to control access, but to
display access as well. Great care must
be taken to compensate for this limita-
tion. If the control surface creates any
real or psychological barriers between
the human operator and the processes
he or she is trying to observe and con-
trol, all of the theoretical advantages of
the technology will be lost.

Control Surface Ergonomics

Ergonomics (also called "biotech-
nology” or "human engineering”) is
the study of the relationship between
human beings and machines, espe-
cially in terms of physiological, psy-
chological and technological require-
ments. Fluency in this discipline is re-
quired to advance the state of the con-
sole building art.
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The standard analog console has
achieved a high degree of ergonomic
integrity. The control and display con-
ventions that have survived and
evolved overthe years are an extreme-
ly effective way of representing large
amounts of information in an easy-to-
assimilate fashion.

Several factors are at work here.
The first, called pattern recognition, is
what allows an operator to gaze across
a properly designed control surface
and acquire a quick grasp of the gen-
eral situation. On a standard analog
console, clusters of controls serving
the same purpose on different chan-
nels are easily identified by their loca-
tion and physical characteristics. For
example, all of the equalizer controls
are usually positioned in the same
row. The spacing of the controls within
the equalizer, the color-coding orgrey
scales of their knobs, and the positions
and status indication of their switches
is consistent. It is these patterns that
make it easy to differentiate between
an equalizer and a compressor, even
on a high density panel.

Anomalies are the complement of
patterns. In a room filled with a hun-
dred businessmen wearing grey suits
and blue ties, it is quite easy to pick
out a gorilla—even if it has also been
dressed in a grey suit. The gorillaisan
anomaly that stands out from the pat-
tern. In a similar fashion, the console
operator glancing across the control
surface effortlessly detects anomalies
such as the presence of an EQ "IN”
lamp. These anomalies serve as visual
hooks, directing the operator’s focus
to a control that may deserve attention.

When the operator focuses on that
equalizer, anomalies within its local
pattern, such as a mid-range boost
control set fully clockwise, instantly
convey enough information for the
mind to determine if a closer look is
warranted. On closer examination, the
scale surrounding the knob provides
precise definition of the control’s value.

Thus, the standard analog control
surface provides the operator with
many patterns and anomalies thaten
able large amounts of information to
be selectively filtered in a single
glance across the control surface. The
process of acquiring more detailed
information requires nothing more
than focusing attention on a particular
control cluster. Detailed information
is available simply by taking a closer
look at a specific control.

Finally, the standard analog console
also scores high points on providing
intuitive reaction to that information.
Typically, nothing more is required
than to reach out and adjust the con-
trol that one is already looking at.
While greater effort is required both
to read and to adjust controls on the
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farends of larger consoles, the one-to-
one relationship between control sets
and processors, the integration of con-
trols and displays, and the provision
of patterns and anomalies in the de-
sign of the control surface all contri-
bute to allowing most of the operating
procedures to be accomplished sub-
consiously, freeing the operator to fo-
cus on intent rather than mechanics.

Programmable processors require
the use of entirely different control/
display components. Assignability
eliminates the direct one-to-one rela:
tionship between processors and con-
trols, and imposes an intermediate step
to establish a temporary link. While it
is not possible or even desirable for a
programmable/assignable control
surface to mimic that of a standard
analog console, the basic mechanisms
of human perception and reaction
must still be accommodated.

Local and Assignable Controls

One of the first decisions to be made
is which controls must remain local,
and which can be made assignable.
While there is no technical reason why
the entire complement of audio proc-
essors cannot be controlled from a
single computer keyboard and VDU
(video display unit), such a console
would be unlikely to win any popular-
ity contests.

Itis generally agreed that each chan-
nel should retail a certain number of
local controls that maintain a one-to-
one relationship with their processors
at all times. Typically, a "permanently
assigned” local fader, cut button and
pan pot per channel are considered
the minimum requirements. It is also
commonly held that some degree of
local status display for all processing
assigned to each channel should be
provided on those channels at all times.

Beyond this, there are substantial
differences of opinion between many
mixing engineers with extensive ex-
perience and superb credentials. [t
appears that no single answer is cor-
rectin all cases. A greatdeal depends
on the quantity and layout of the con-
trol sets and the clarity and definition
of their displays.

Assignable Control Sets

In addition to deciding which “per-
manently assigned” controls each
channel should have, the console de-
signer must decide how to bias the
implementation of assignability. One
approach relies on the concept of shar-
ing “one-per-channel assignable con-
trol sets” between difterent functions.
The other approach is based on the
sharing of "full-function master assign-
able control sets” between different
channels. Each approach may incor-
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porate some aspects of the other, but
the basic choice substantially deter-
mines the overall character of the
console.

In making this decision, the console
designer has to weigh the various as-
pects of the ergonomic equation. For
example, the highly valuable “one-to-
one” advantage of standard analog
consoles weighs heavily in favor of
“one-per-channel” assignable control
sets, atleast on firstexamination. How-
ever, assignability by definition dooms
this approach to inconsistency. More-
over, itis at least as desirable to retain
the advantages of pattern and anomaly
recognition in the layout of controls as
well as the nature of their displays. An
example will clarify these points.

The sharing of per-channel local
control sets between different func-
tions provides the operator with a
means of temporarily "locking” any
desired function to a given channel,
regardless of any adjustments re-
quired on other channels. The only
requirement is that a sufficient num-
ber of controls must be provided on
this local set to accomplish the neces
sary functions.

However, this arrangement denies
the operator two of the mostimportant
pattern recognition “clues” —location
and physical characteristics—that are
normally used to differentiate between
functions. The same controls in the
same position could be performing
any one of several functions. I[dentical
controls on adjacent channels could
be performing entirely different func-
tions. If this approach is employed, it
is imperative to substitute some other
equally obvious method that enables
the operator to readily distinguish
which functions are selected on which
channels.

The other approach is to provide
two or more sets of full function master
control sets that can be assigned to
any channel. The assignable equalizer
controls can then Jook like an equal-
izer, the assignable compressor con-
trols can look like a compressor and
so forth. Each master control set can
have a fixed location and readily iden-
tifiable physical characteristics. The
only display parameter that needs
changeis the one that indicates which
channel has accessed the controls.

Ratherthan switching between a va-
riety of small processing blocks on each
local channel, these "full function mas-
ters” can provide the operator with si-
multaneous access to an entire chan-
nel's worth of processing. Whilea VDU
might be used in conjunction with the
earlier approach to provide a full chan-
nel display, the integration of controls
and displays provided by the "full-func-
tion" approach is less physically and
mentally taxing than a separated sys-
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tem that splits the operator's focus.

A number of other factors must be
considered in determining which ap-
proach to use. The proximity of the
"per channel” assignable control sets
to each channel's “"permanently as-
signed” controls is a definite plus. On
the other hand, the removal of these
assignable functions from the channel
itself frees the designer from the re-
strictions imposed by the channel's
width, which is typically either 35mm
or 40mm. This allows control spacing
to be increased to better suit the hu-
man hand, and to allow displays with
greater clarity and definition to be
employed.

Removing the locally assignable
controls from their individual channels
also frees channel real estate for the
inclusion of a greater number of “per-
manently assigned” controls. For ex-
ample, instead of simply indicating
equalizer and dynamics In/Qut status,
local In/Out switches might be pro-
vided in each channel.

Finally, a decision needs to be taken
as to which feature is more valuable:
the ability to adjust all interacting pa-
rameters on a given channel simul-
taneously (such as fine-tuning two
overlapping mid-band equalizer set-
tings or adjusting compressor values
against sidechain equalization); or the
ability to simultaneously adjust certain

values of specifically pre-selected func-
tions on different channels (such as
equalizing two guitars to create space
for each of them).

To answer this question, one needs
to know how many parameters can
be simultaneously controlled in the
particular "per-channel” implementa-
tion, and how many master control
sets can be provided in the “full-func-
tion” implementation.

Display Resolution and Clarity

As a general rule, the degree of
variability provided in a particular
processor must be matched by the
display. This is an inherent property
of mechanically linked control sets,
but often overlooked in the design of
digital controls.

If the control and its audio process-
ing emulate continuous variability and
the display resolution provides only a
small number of discrete positions, a
rather weird psychoacoustic phenom-
enon will convince even the most ex-
perienced listener that they are hear-
ing “jumps” where none exist! For var-
iable functions providing a smaller
number of steps, display resolution
should ideally be the same as step
resolution. This is particularly true if the
audio processors can be instructed by
areset or dynamic automation system.
In a massive system, the need for auto-

mated functions to be self-indicating is
critical.

The easiest way to accomplish this
is to use numeric readouts as displays.
Unfortunately, while such displays
provide excellent discrete definition,
they have an extremely low pattern
recognition factor that makes it virtual-
ly impossible for the operator to glean
meaningful information from a quick
scan of the control surface. An exam-
ple will illustrate this.

A 100 segment bargraph display is
capable of much less definition than a
four digit numeric readout—but the
information from the bargraph is sub-
stantially easier to assimilate. Even if
the readout is limited to displaying
the identical number of steps, the dif-
ference between one tall column and
another short one instantly conveys
more useful information than one read-
out that says “30" and another that
says "80." I the bargraph is given an
adjacent illuminated scale, a closer
look will reveal almost as much defini-
tion as the numeric readout—without
the need for conscious interpretation.

Beyond specific control value dis-
plays, the programmable/assignable
console must provide its operator with
easy to grasp information about all
established and available signal paths.
The enormous flexibility promised by
these consoles is of little use without
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the ability to confirm what's going on.

Part of this confirmation must be
constantly displayed as an integral
partof the console’s topography. More
precise details should be easily ob-
tainable on a multi-purpose display
device suchasa VDU, a plasma screen
or an LCD display.

The standard analog console allows
the operator to cast a gaze across a
dense attention on the general area of
interest, to acquire specific and de-
tailed information about a particular
function, and to adjust its control set-
tings—all in a simple, alimost subcon:
scious manner, frequently consisting
of no more than a turn of the head and
the near simultaneous reach of a hand.

While the creative potential of pro-
grammable/assignable consoles may
be much greaterthan standard analog
can offer, the biotechnical engineering
to duplicate or surpass this operation-
al ease is not a simple matter. Having
discussed some of the man/machine
requirements, it is time to move on to
the technical implications of such con-
trol surfaces.

CONTROL AND DISPLAY
PROCESSING

Whether the programmable console
employs analog ordigital audio proc-
essors, the interface between the con-
trols, their displays, the audio proces-
sors and the automation system is a
major digital engineering exercise.
The two primary requirements are
those of any large-scale digital sys-
tem—speed and flexibility.

When the operator turns a knob on
a programmable console, the response
of the audio processor must appearto
be instantaneous. What is meant by
this is that the expected audio effect
must follow the operator’'s control
movements in a natural fashion, with
no perceptible lag. For psychoacous
tic reasons, the update of the control's
related display must also appear to be
instantaneous, as the mind will inevi
tably superimpose any visual lag onto
its impression of the audio. In the case
of a pushbutton, the impression of im
mediate response is even more im-
portant.

The task of the control system is
enormous. Ata minimum, it must con
stantly scan every knob and switch,
looking for changes. When it detects
a control movement, it must first vali
date this data. (Is the control actually
moving, oris this just spurious noise?)
If it determines that the control data is
valid, the control system must send it
to the appropriate audio processor,
confirm that it has been enacted, and
pass this confirmation back to the orig-
inating control set's display, and any
other relevant displays, so that they
may be updated.

In addition to the speed and flexibil -
ity requirements of the control system,
it must be absolutely reliable. There is
no way to bypass it. The performance
of the audio console is entirely de-
pendent on the integrity of the control
computer's hardware and software.

Pre-Processing and
Panel Scanning

While various architectures can be
envisioned for realizing the necessary
control loop, a discussion of a “typical”
scheme will serve toillustrate the gen-
eral requirements.

It is desirable to provide a certain
amount of pre-processing as part of
each individual control. This pre-proc-
essing serves to "clean up” the con-
trol's raw data output. Manufacturing
tolerances of the control components
may vary, and it is necessary to inter-
pret and correct these, and to filter
spurious noise.

Some system of scanning the vari-
ous controls on each panel and feed-
ing their codes to the central processor
is required next. Each panel of control
sets (such as a panel containing con-
trols and displays representing an
equalizer) may be serviced by a panel
scanner.

Each individual panel scanner
monitors all control changes within its
panel. The panel scanner cards are
microprocessor devices. Part of their
function may be to validate raw data
and to reject obviously erroneous data
originating tfrom any individual con-
trol set. Similar traps to detect and
isolate malfunctioning components
are desirable at each stage, to prevent
gibberish from entering the main sys-
tem, thus minimizing the possibility of
catastrophic failure.

The Central Control Computer

The control codes of all panel scan-
ners are then fed to the Central Con-
trol Computer. In an assignable sys-
tem, the same knob may perform dif-
ferent functions at different times, and
these functions may require different
control laws. The Central Control
Computer keeps track of all of this,
accessing look-up tables to provide
the proper interpretation for each in-
coming code, depending on its as-
signed function.

Once the proper scales have been
imposed, the central control computer
translates all of this data into a uniform
and efficient language. These instruc-
tions are then sent to the audio proces
sors. As the processors confirm that
they have performed the requested
functions, these confirmations are fed
back to the central computer, which
formats and feeds this confirmation
data to the panel scanners. These then
allocate specific messages to the ap-
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propriate control sets, and provide the
signals necessary todrive the displays.

The central control computer thus
provides the masterinterface between
the panel scanners and the audio
processors, and between these de
vices and any data storage and mix
automation systems. While the ele-
ments discussed so far are typical of
both programmable analog and digi
tal consoles, the specific structure of
communications between the central
control computer and the audio proc-
essors differs depending on the type
of audio processing employed.

Programmable Analog
Implementation

The capacity of programmable au
dio processors is rigidly fixed in hard-
ware, requiring different types of proc
essors for different functions. In a pro
grammable analog console, two sets
of control paths must be provided.

The tirst set of control paths is used
to transmit data to and from the indivi
dual audio processors. There must be
one audio processor of each function
al type for each channel, up to the
maximum number of channels on
which that type of function may be
simultaneously desired. The analog
audio inputs and outputs for each of
these processors must then be brought
together in an elaborate digitally con

GLMm i
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trolled routing switcher.

The second set of control paths is
used to transmit data to and from the
audio routing switcher. This switcher
must provide a sufficient number of
crosspoints to handle all desired com
binations of signal paths and signal
flows. Care must be taken in both the
audio processing rack and the routing
switcher to prevent breakthrough of
high speed digital data noise into the
adjacent audio paths.

Digital Implementation

In an entirely digital systerm, the
central control computer transmits con-
trol data to the digital audio processor.
Only one set of transmission paths is
required, as this processoris common
to all of the various "treatments” such
as delays, equalization, compression,
limiting and gating, which are defined
in software and performed as mathe-
matical calculations.

It is treatments such as these that
require mustof the processor's power
the digital equivalents of crosspoints
and mixing buses are relatively cheap
to implement in any desired quantity.
Thedigital system's flexibility and max
imum capacity are theretore defined
strictly by processing speed and mem
ory bandwidth. The control system
architecture needs only to provide com
parable transmission bandwidth to ac-
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commodate any growth or changes.

Speed

As stated at the beginning of this
section, the entire control system must
be capable of producing apparently
instantaneous results. The processing
architecture must therefore be capa
ble of producing an audio result and
confirming this on the displays within
a very short period of time after the
operator initiates a command.

The precise definition of "apparent
ly instantaneous” is the subject of some
debate. While the ideal is to eliminate
the word "apparently” altogether, de-
sign for the real world must be con
cerned with both cost and feasibility.
There is @ minimum lag time that is
practically attainable in a given sys
tem, and a maximum lag time that is
operationally acceptable.

In a large scale system, acceptable
delay between any sequence of com
mand initiations and audio processor
responses is in the region of four milli
seconds, the exact number depend
ing on the nature of the functions. Ini
tial display response has somewhat
more latitude, owing to differences in
human auditory and visual acuity. The
maximum acceptable lag appears to
be in the region of 20 milliseconds.

Once a variable control movemen
has commenced, it is necessary o
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maintain @a minimum rate of data trans-
mission to avoid the "missing bits”
problem that we encountered in dis-
cussing programmable analog audio
design. [n either an analog or a digital
system, failure to transmit sufficiently
accurate code from the controls to the
audio processors will result in similar
glitch noise.

The magnitude of this problem var-
ies with the maximum rate of change
expected, the bit resolution of the par-
ticular controls, and the number of
controls being simultaneously moved.
The math involved is not of interest to
the average reader, but the result is. If
you turn four or five controls simul-
taneously and as quickly as you like,
and the result includes glitches, the
console designers have not done their
homework.

Depending on the definition (bit res-
olution) provided by the displays, the
display refresh rate requirements may
be significantly higher than their cor-
responding controls’ scan rate require-
ments. Again, the math involved to
determine acceptable rates is quite
complex—but the results are self-evi-
dent upon experimentation.

AUTOMATION

Console automation systems per-
form many different functions. The two
that are most relevant to fully program-
mable consoles are Reset Automation,
which resets the controls to previous-
ly stored static values, and Dynamic
Automation, which copies the opera-
tor's control movements. These move-
ments can then be played back as
many times as desired, with refine-
ments added on each pass.

Reset automation is valuable to
many classes of users, as itallows com-
plex setups to be stored and easily
re-created at any time. It thus helps to
offset production costs, by allowing
more efficient use of control room fa-
cilities. If the reset function is instan-
taneous, it becomes possible to switch
between complex sequences of stored
settings in real time—a boon to live
production.

Dynamic automation is useful pri-
marily in post-production situations.
Current automation systems operate
at roughly 0.25 to 1.0 EBU/SMPTE
frame accuracy, storing information
for approximately 100 dynamic func-
tions and 100 to 200 events (switch
closures such as mutes).

Total Dynamic Automation extends
this approach to embrace the copy-
ing and subsequent manipulation of
all control movements. For this reason,
itis sometimes considered as a way of
compensating for the restricted con-
trol access of some programmable de-
signs. However, it must not be relied
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on for this purpose unless the console
is to be used solely forautomated post-
production.

Various attempts have been made
to provide total dynamic automation.
Asanadvanced console has upwards
of 30 variable functions in addition to
faders, and 60 to 70 switch functions
in addition to mutes, the dimensions
of this problem are readily apparent.
A system that achieves control resolu-
tion and repeat accuracies similar to
those provided by “fader only” dy
namic automation systems will require
somewhere in the region of 40 to 50
times the processing power and data
storage of a single standard system.

Beyond the economics of this, the
designer must also tackle the control
implications. Automation systems
have evolved over the years to give
the engineer many sophisticated data
editing “tricks,” through a variety of
control statuses such as Relative, Trim /
Update and Autotakeover modes.
These depend on dedicated status
switches and/or specialized displays
per function. It is left to the reader to
envision a suitably self-explanatory
and operationally efficient means of
providing such facilities for all control
functions of a large console.

Although automation systems may
be closely coupled with their consoles,
they are not a necessary part of the

i
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console per se. We will have to leave a
detailed discussion of their design for
another time. But this subject should
not be closed without some food for
thought.

Current automation systems have
developed to the point that many of
the final creative decisions can be left
until the last possible moment—and
in some cases, to allow changes to the
final product even after the project is
finished. They have also undoubtedly
added many creative capabilities to
the recording artist's repertoire. But
even with the achievement of total
dynamic automation, something is
missing.

In the days prior to automation, two
of the audio engineer’'s most valuable
creative tools were the razor blade
and the splicing block. The prircipal
drawback of this approach to creating
a final product was that no matter how
skilled the engineer might be, the final
resultof the manually edited mix could
only be realized by audio copying,
which resulted in signal degradation.

In an entirely digital system, with
closely coupled random access audio
storage and a properly designed edi-
tor's interface, this problem will no
longerexist. The cycle from non-auto-
mated techniques to fully computer-
ized processing, manipulation and
editing will be completed. We believe

that this sort of “tapeless recording
studio” will allow untold and unlimited
possibilites for creative expression in
sound. That—and nothing less—is the
goal for the future of audio console
design.
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Well the first days are the
hardest days
Don't you worry anymore
‘Cause when life looks like
eqsy street
There is danger at your door
—Robert Hunter

hat's the best way to break into
the recording business? Go to
school to learn the tricks of the trade?
Become a musician and learn through
experience that way? Hang out by

CAREERS

The College of Music at the Univer-
sity of Colorado in Denver

B e

SPARS
Exam Update

Without a doubt, the mostimpor-
tant step in anyone's audio career
is finding that first job. However, a
degree or resume may not ade-
guately reflect your knowledge of
studio procedures and equipment
lore, and the SPARS Studio Exam
may be just what you need to con-
vince employers of your abilities.

The exam was conceived by the
Society of Professional Audio Re-
cording Studios, and with a con-
siderable financial grant from Sony,
became reality last year. The 200
guestion test covers everything an
aspiring engineer needs to know,
from session planning and setup,
to acoustics, digital recorders,
video, and equipment mainte-
nance. "The reaction so far has
been thatit's very comprehensive,”
notes SPARS executive director
Gary Helmers.

Steve Sergeant, a recent grad of
the University of lowa, with course
work in broadcasting, film, electri-
cal engineering, computer scienc-
es and music, took the exam last
December in Minneapolis. ' have

no idea what the test scores really
maan to employers in the broad
cast, film sound, and recording stu-
dio community,” says Sergeant, "but
I'm just starting to look for work
now, and I thought the test would
be arother thing I could use in
my iavor.”

However, not ali of the test takers
are students and job seekers. Ron
Diamond, an engineer at WNEV
(Boston's CBS affiliate) who at press
time was designing and building a
new audio production suite for the
station, took the test mostly out of
curiosity. "Most of the people tak
ing the test were students, but I
took the test just to see haw I stacked
up against other audio engineers.”
Diamond was also somewhat sur-
prised by the comprehensive na-
ture of the exam. "l expected it to
be pretty much mainline audio, but
there were guestions about VTRs,
synchronizers, and reading music
—these are things engineers need
to know these days.”

The SPARS Studio Exam will be
given again this December, in vari-
ous locations nationwide. For more
information about the test, contact
SPARS at Box 11133, Bever'y Hills,
CA 90213. —George Petersen
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A look at the sometimes rocky
road from recording school to

the big, bad world

of engineering...

the back door of a studio until that
fateful moment when the lazy go-ter
gives you your first breek by slipping
you a buck and saying, "Here kid, the
band needs some ciggies”? Kidnap
the head engineer and then show up
at the studio that afternoon with a
resume? Use your inheritance to build
your own studio? If there were 2asy
answers, no one would be asking the
guestion to begin with.

Let's face it: this is a strange busi
ness we're involved in. For all the
mumbo-jumbo we're fed about “state-
of-the-art” gizmos and "s:andard” stu-
dio procedures, the fact is there are a
million approaches to everything in
recording, ir.cluding hiring. So to gen-
eralize about who is gett.ng the plum
entry-level jobs and why would ke
presumptuous, if not an exercise in
outright fiction. In the end, it's always
going to be a combination of elements
that gets som:eone hired: personality,
drive, technical background and —of
course—being in the right place at
the right time.

But let's step out on this l:mb over
here—the one with the termite dam-
age and a hairline fracture—and make
a bold pronouncement: more and
more studios are looking to men and
women who have attended recording
schools or programs when hiring time
comes around. This doesn’t mean that
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you can't still get your foot in: the door
if you're a friend of the first cousin of
the guy who used to do maintenance
at the studio under its previous owners.
But young people ge'ting into engi-

cording; in fact, he found the training
so valuable that he returned to the
schcol fora third year when it upgrad-
ed its equipment.

"I wish I could go back there one

Joe Pass, shown here in a class session, is just one of a large number of
industry luminaries (ranging from Joe Porcaro and Tommy Tedesco to Neil
Peart and Eddie Van Halen) who have taught at the Musicians Institute in
Los Angeles. This year marks the Institute’s tenth anniversary, and one
year programs in guitar, bass and percussion training are now offered.

neering are brighter and better quali-
fied than they've ever been belore, so
the competition is much tougher.

To find out more about these great
mysteries, we recently spoke with sev-
eral recording school graduates to find
out how their schooling helped them
in landing jobs in the big, bad world of
modern recording, and how theirstud-
ies helped prepare them for the chal-
lenges of the profession.

Kurt Labenc faced a small dilemma.
He knew he wanted to work in record-
ing, but he also wanted to stay in his
native Nebraska. Fortunately for Kurt,
he found Northeast Technical Com-
munity College in Norfolk, Nebraska,
offered a two-year program: perfectly
suited to his needs. It included a good
blend of music theory, math and haxds-
on training in different aspects of re-
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more time,” Kurt says with a laugh
from Master Tracks, the Lincoln, Ne-
braska studio where he works as sole
engineer. 'They've developed the pro-
gram even more since | was there
and I'm sure | could pick up some
new things there.”

After Kurt earned his A.A. degree
from NTCC, he "sent resumes to any
place in Nebraska that had anything
to do with sound. I found that you do
best when you take the time to try to
get to know people when you're ap-
plying. And [ wasn't afraid to be per-
sistent and bug people. Constantly
While [ was looking for a job, I took a
minimum wage jobso['d atleasthave
some money to live on.”

Before he graduated, he went to
Master Tracks and took a tour “and |
asked if | could just sit and watch
things for a while. I told them [ was
willing to work for free to start and

sure enough, a couple of months later,
I got a call from them and | started
working part-time for free at night.
Then they put me on part-time in the
daytime doing dubbing and some
maintenance and things like that.”

But his big break came when the
studio’s engineer quit. Kurt stepped
in to become the studio's numberone
tech man. "It was quite a jump and |
feltalot of pressure,” he says. " had a
solid, basic background from my
schooling and what I'd picked up, but
you learn the most on the job—tricks
and shortcuts. One of the things I'm
missing out on by being head engi-
neer is I don't have a chance to work
under someone who's more experi-
enced. Sometimes [ feel like I'm spend-
ing too much time learning things that
someone could have taught me on
the job in a much shorter time.”

Kurt advises that aspiring engineers
develop their maintenance skills, “es-
pecially if they're going to be working
in a relatively small studio. If some-
thing goes wrong, you ‘ve got to fix it.
That should be a challenge, not a
nightmare.”

Pennsylvanian Richard Piatt says
he knew what he wanted to do in life
by the time he was 15. "I'd been in
bands and everything,” he recounts,
"but | found that [ was always more
interested in sound systems and record-
ing than in guitars and keyboards.”
And so, Richard decided to go to a
college where he could learn more
about the technical end of music. He
read about different programs in a
music magazine and ended up going
to Ball State in Muncie, Indiana, where
he got “a good, well-rounded educa-
tion that mixed courses in music, mu-
sic theory, physics, computer science
and lots more.”

In addition to the practical training
he got through his course work, Rich-
ard augmented the school program
by working for the college’s Central
Recording Office. "We'd record all the
recitals put on by the music depart-
ment students. It was great experience
and [ even managed to get paid while
I was recording everything from brass
bands to harp music and everything
in between. I've talked to engineers
who wish they'd been able to have
exactly that kind of broad range of
music to work with. Beyond the vari-
ety of the work, it also gave me a
chance to make my mistakes early
and not get my head chopped off for
them,” he adds with a laugh.

Richard admits that when he first
graduated and began looking for a
job, "I was hesitant to put my educa-
tion on resumes because a lot of stu-
dio owners want you to come in and
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be a go-fer and some are intimidated
by your education. They think you're
going to have a lot of pre-conceived
ideas about how to do things, whereas
they want to break you in to the way
they do things and learn things their
way—which of course | was willing
to do.

"I ended up sending out 450 re-
sumes while [ was still in school,” he
continues. "Out of that, I got two let-
ters saying ‘Thanks for the resume,’
and one phone call from Soundworks
in New York City asking me if] wanted
to come look at the place. ] spent two
days talking with them and they basi-
cally hired me on the spot and asked
if I could start the nextday. I worked at
first as an ‘assistant, which meant
answering phones and exciting things
like that, but it was worth it just to be
around the engineers whowere work-
ing there—people like Roger Nichols,
Gary Katz and Charlie Benanty—and
to be at a place that was on the lead-
ing edge of recording. At that level,
you spend a lot of time busting your
butt doing things that have nothing to
do with what you know, but the studio
wants to see if you have the drive and
personality to make it, plus you pick
up so much just from watching and
eventually you get asked to do little
things that actually involve recording.”

Working at a studio with such a good
reputation led to Richard being able
to do some freelance work at other
studios around town, but eventually
he left Soundworks to take a job (at
age 22) as national technical sales
rep for Eventide. For anumber of rea-
sons, that didn't work out, so he went
through the resume grind one more
time and this time ended up at Audio
Innovators, one of Pittsburgh’s top
studios. “Working at Soundworks cer-
tainly helped me get that job,” he says,
“but I still think there's a tremendous
amount of luck involved—handing a
resume in to them on the day they're
looking for somebody.” He became
chief engineer there working on com-
mercials, post-production “and a lot of
other things that allowed me to broad-
en my skills. There's a lot to be said for
being a big fish in a small pond in-
stead of a small fish in a place like
New York.”

Richard's dream is to build his own,
state-of-the-art digital mobile truck.
Don't bet against him.

Ethan Chase laughingly describes
his current job at the Record Plant in
Los Angeles as "go-fer/janitor, a peon
first class,” yet he describes himself as
very happy in his work and he remains
confident that there is an elevator wait-
ing to take him from the ground floor.
Like most people in similar jobs, he is

JuLy 1986

amazingly over-qualified and, at this
point, under-utilized.

The road to this exciting career in
the janitorial sciences started in sev-
enth grade when he tested well in
various ear training tests and was
funnelled into an elite music program
that finally led him to the Berklee Col-
lege of Music to continue his music
education. He left the program after
three semesters, however, and, through
a convoluted series of family connec-
tions, ended up working as a go-fer/
janitor at Paragon Studios in Chicago,
not far from his hometown of High-
land Park. Recording was along-time
passion of his, but he felt that there
was too much competition for what
little hands-on recording time was

available to students.

While he was picking up bits of
engineering skills at Paragon, how-
ever, Berklee was changing, and after
about a year, he joined the first class
in Berklee's Music Production & Engi-
neering program. The four-year stint
there started out with intensive work
in mathematics, acoustics and theory,
but he also got a lot of practical train-
ing on the way. "The great thing about
Berklee,” Ethan says, "is that the
school's different programs are very
well coordinated, so students in the
MPE program are working with the
music students, and so on. It's very
well integrated in that way and it's a
very helpful, cooperative atmosphere.”

Equipped with a good resume, Ethan
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was lured to California by a trio of
classmates who had successfully land-
ed positions in recording at facilities
there. " had noidea of what to expect
when I got there,” he says, "but basi-
cally what I did was try to make it a
point to check out at least one studio
perday—talk to people, find out about
prospective openings, check it out. |
found that people in recording in
Southern California are much nicer
than they are in the East. They're more
willing to listen to you, they're more
relaxed, and I never had anyone liter-
ally sleepthrough my interview, which
happened to me at a big Eastern stu-
dio I'd rather not mention.

‘Basically, though, I got lucky. I on-
ly had to do the grind for 18 days
before | heard about the job at the
Record Plant through one of my
friends.” Things have been picking
up—literally and figuratively—for
Ethan ever since. "I never thought I'd
get into a glamorous job right away,”
Ethan says philosophically. "But
they're letting me do more and more.
I'm actually allowed to touch things
now and occasionally I'm called upon
to do small assistant engineering-type
things.'m patientand as long as | feel
like I'm learning things, it's worth it to
me to be doing this. One of my Berk-
lee friends is already getting album
credits over at Conway Recording,

and that's great. I'm sure that'll come
for me, too, in time.”

Steve Sharrott originally went to
Berklee as a drummer butdiscovered
that his heart was in recording and
eventually enrolled in New York's
Center forthe Media Arts, which offers
a nearly year-long program in audio
arts that begins with recording theory
and intensive electronics and then
leads to work in mixing, recording,
editing and even synchronization on
a BTX Softouch system.

‘The program is great for someone
who doesn’t know a lot about the in-
dustry,” Steve says, "because it cov-
ers a lot of areas in a relatively short
time. If you've already done a bit of
studio work, though, you should prob-
ably go into a college or four-year
program because they go into more
detail”

Through the school’'s placement
center, Steve was able to land a posi-
tion ata small Manhattan jingle house,
M & I Recording, as an assistant engi-
neer. "It's worked out greatforme,” he
enthuses. "In larger studios, you might
spend the first couple of years just
doing chores and maybe some tape
copying and shipping, but really not
get much hands-on experience. But
here, ['ve gotten to do some mixes,

patch in the outboard gear, do set-ups
and tear downs and help the musi-
cians however [ can. My responsibil
ities have probably grown faster here
than they would at one of the big stu-
dios. Of course | do still empty the
garbage,” he adds with a chuckle.

Steve feels his recording education
was very helpful in preparing for the
real world of recording, "though I'm
glad I went into the Center with a
good background in music theory.
I've found that's really mandatory.
You have to have a good ear; you
have to know when instruments are
out of tune, when harmonies are
wrong. But one thing school doesn't
really teach you is the politics of the
recording studio, the human relations
aspect of it all. That's pretty much
unteachable, but you'd be amazed
how important that is.”

Dave Gerbosi, too, spent two years
at Berklee (he also was a drummer)
soaking in information about theory
and harmony, but was ultimately frus-
trated with the school's then-embry-
onic recording facilities (they've ex
panded greatly in the last few years).
He transferred to the University of
Colorado's respected College of Music
in Denver and garnered what he terms,
“the wordiest degree I've ever heard
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of: a Bachelor of Science in Music
with an Emphasis on Sound Record-
ing and Reinforcement.”

He laid the groundwork for his first
post-college job while he was still a
student. Through Colorado, he landed
an internship for a week at Chicago's
well known Universal Recording. "I
really didn't do much except watch
that week,” Dave says. "Later I did a
paper on it and managed to get some
credit for it. But I liked it so much that
later I got permission to go back for
three weeks and do more of a field
study, which I also got credit for. Al-
most immediately, | started to assist a
bit on things like vocal overdubs and
assisting other assistants on bigger
sessions with strings and horns. Atthe
end of my first week, the assistant |
had sort of been hanging out with
there put in his two-week notice. At
the time I was there, there were two
other people doing longer internships
who actually had more experience
than1did, but they asked meifI'd stay
and of course | said yes, because |
hadn't really taken the time to explore
what I might do after college.”

Surprisingly, Dave advises students
who are prospective engineers not to
work for free in studios just to get
experience. "I always got some kind
of school credit from what I did,” he
says. "When you just go in there and
say, Tll work for free,’ management
doesn't see you as an employee in
any way. They get what they want
from you and then it's ‘Thanks a lot,
see ya later.' [ just don't think you get
much respect in that situation.”

He also cautions that a good atti-
tude is paramount for novices. "I've
seen people—real bright students—
come in with know-it-all attitudes and
they go nowhere fast. They think that
because they have all this training
from school that they should imme-
diately be in there engineering big
sessions, but it just doesn’'t work that
way. Management people are some-
times impressed by these types, but
the other engineers can spot that kind
of attitude a mile away and they don't
like it at all.”

When John Bolt of Pinebrook Stu-
dios in Alexandria, Indiana, was look-
ing to break into a career in record-
ing, there were precious few places to
study the trade. It's easy to forget that
the boom in recording has really taken
place within the pastdecade. "Nobody
was seriously into recording at colleg-
es in the late '70s,” Bolt says, "and if
you did find a program, you were
lucky if they had a cassette deck ora
2-track.” That wasn't a tremendous
problem forJohn, though, a self-starter
who was already building some of his
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own equipment and had a good
grounding in both electronics and
music by the time he was ready to
look for a school.

A native of Ohio, he signed up for
the first session of the now-famous
Recording Workshop in Chillicothe,
Ohio, "and what | was able to learn
from that, though it was only a few
weeks, really laid the foundation for
my whole career.” Though obviously
more limited in scope just by virtue of
its brevity, the five-week program (with
advanced courses in things like main-
tenance and tape alignment also avail-
able), gave John “a real good look at
the scope of the profession and an
open attitude, which is very important.

"There are a lot of people who think
that recording is exciting, fun and
glamorous,” he continues, "but if you
start out with a relatively short course
of study, like the Workshop, you'll find
out quickly whether you're at all cut
out for the business—without invest-
ing too much money or time. Rather
than enrolling in a two- or four-year
program and then bailing out mid-
way, a shorter program will do fine
letting you find out if engineering is
all its cracked up to be.”

John managed to parlay his time at
the Recording Workshop into a main-
tenance position atthe predominantly
Christian-oriented Pinebrook, and

then he worked his way up to his cur-
rent position as chief engineer. And
that makes him the only one-time stu-
dent in this survey to also be in a
position to hire new engineers and
assistants.

"At this point, we don't hire anyone
without schooling of some type,” he
says. 'The marketplace is just far too
competitive and there are so many
good prospects compared with when
[ was getting into it. Plus, I don’t have
two years to spend training someone
in the job from the ground up. In most
of the interviews [ conduct, once |
ascertain the level of technical knowl-
edge, | look for a personality [ can
work with—someone who's going to
make my clients feel comfortable. As
awhole, I'd say the ones who become
successful engineers are people who
are easy-going and less likely to react
emotionally too quickly. | have met
some people who now make big bucks
as engineers who are just impossible
to get along with, but they won't get
hired here.”

Though John stresses the competi-
tiveness of the hiring climate these
days, he does not feel that the prolif-
eration of recording programs at
schools has created a glut of job seek-
ers. "Fortunately, the explosion in ster-
eo TV and music video has meant a
big increase in the number of jobs
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available right at the time a lot of these
schools are turning out big classes,”
he says. "When [ go back and lecture
at the Workshop, 1 always take an in-
formal poll to see what area of audio
people are interested in. And I'm al-
ways surprised that less than half want
to be recording engineers. The rest
are into audio-for-video or sound re-
inforcement or any number of areas,
and that's good. That's where a lot of
the new jobs, and where the future of
the business, lies.”

"Even though | had a great time at
the University of Miami, I worked
really hard,” says Mitch Dorf, a recent
graduate of that university’s presti-
gious school of engineering who now
works asan engineerat Atlanta’s New
Age Sight and Sound. "All of my free
time was spent in the studio. At U. of M
it's easy to tell who's going to make it:
it's the guys who are in the studio all
the time instead of looking for girls at
the beach.”

Mitch was ideally equipped for Mi-
ami's comprehensive program, hav-
ing worked extensively in an 8-track
studio in his hometown of Milwaukee
while still in high school. "I learned a
lot about mic placement and signal
flow and whatdifferent types of equip-
ment could do,” he says, "but beyond
that I learned what the professional
recording environment was like, and
llearned thatit was a career | wanted
to pursue.”

Miami's program requires that stu-
dents first be accepted at the Univer-
sity, then at the School of Music, and
then in the Music Engineering pro-
gram, so the entrance requirements
were quite rigorous. According to
Mitch, itdidn’t get any easieronce he
was in, either. "You have to take a full
18-credit course load forthe first three
and a half years, and then [ did a lot of
playing [he's a tuba man] in different
school groups on top of that.”

Mitch's final semester was to be an
internship with a recording studio, but
he managed to kill two birds with one
stone when he actually landed a job—
listed through the University—at New
Age Sight & Sound. "It'sbeen tremen-
dous so far,” he says. "['ve gotten to
engineer a demo session and ['ve as-
sisted the two other engineers on a
wide variety of projects. When [ was
hired, they told me | was to be 'Bill
Allgood II" [Allgood is the studio own-
er] and [ really have learned a great
deal from him. Now that I'm really in
it, [ can see | was right in my career
choice, and the best part of itis thatit's
always changing. You can't sit still
with what you know, because some-
one, somewhere, is always coming up
with something new.”
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How To Hear Yourself

Getting enough vocals on stage.
It's a problem facing every
performer. In fact, most smaller
bands simply can't hear the vocals
clearly when they perform.

If your monitors simply don't cut
it, you're probably wandering what
to do about it. Well, EAW has a
suggestion.

EAW's SM202P High
Output Stage Monitor
System. It Produces
More Vocal Band Gain
Before Feedback With
Minimum Equalization
And Power Than All
Other Monitors Any
Where Near Its Price.

With EAW's SM202P, performers
can hear vocals and ¢
instruments ¥
accurately even at
large concert
stage sound
levels. And
nonengineers

can set up
effective moni-
tor systems in
very little time.
Because you
don't have

EASTERN ACOUSTIC WORKS

JULY 1986

to fix the monitors with equaliza-
tion, the SM202P comes with flat
frequency response right out of the
box.

The SM202P is built around two
RCF PRO Series 250mm (10 inch)
drivers and a RCF high technology
compression driver / hom. And, it
includes an advanced Forsythe
designed crossover assembly with
asymmetrical slopes providing
response that is within +- 2 dB
over the entire vocal band, and
that's without any equalization.

The SM202P's Output

Capabilities Swamps The

Competition, Too.

The use of two high efficiency 250

mm (10 inch) drivers provides

considerably higher efficiency
____than any design based

IMC: 1653

Eastern Acoustic Works
59 Fountain St. - Framingham, MA 01701
Phone: 617-620-1478
TWX: 7103807630

on a single 12 or 15 inch driver.
The SM202P's 103 dB sensitivity
i1s all usable as there are no peaks to
create misleading high specs and
lots of feedback as in all other
monitors in this price category.
And, don't forget the smaller
10-inch drivers provide smoother
response above 800 Hz where the
main components of vocals are
located.

Check Out The SM202P
At Your Nearest EAW
Dealer.

There's a lot more to the SM202P
story than we can talk about in an
advertisement. And, it's just one
of many EAW solutions to today's
sound reproduction problems.

For more information and the

name of your local dealer, call
EAW right now at

617-620-1478.

Circle #040 on Reader Service Card
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WESTERN

THE ACADEMY OF RADIO BROADCASTING

8907 Warner Ave. #115, Huntington Beach, CA 92647
(714) 842-0100

Chief Administrator- T-m King

THE ASPEN AUDIO-RECORDING INSTITUTE
Box AA, Aspen, CO 81612
(303) 925-3254

Chief Admimistrator Din Craik

0.

Program: An intensive tull ime chinic

tor Ihe

Jeips | repare student

the
v @ faculty draws

AUDIO CONSULTANT COORDINATION
P O. Box 865, Venice, CA 90291

(213) 306-6736

Chiet Administrator: Clnudn Venet

Program: ACC seminars cover tor {ealing with acous

th
ternat

BAILIE SCHOOL OF BROADCAST
7416 212th S.W, Edmonds, WA 98020
(206) 771-6200

Chiet Administrator: Ronald L Bailie

Program: Broaacast or Video Production Baihe School of

vix Denver Accredited member of NA 5 o

KEARNEY BARTON’S AUDIO RECORDING SCHOOL
4718 38th Ave N.E, Seattle, WA 98105

(206) 525-7372

Chief Administrator: Kearn.y Barton

60

Following is a briefly annotated list
of schools and programs offered in
the areas of audio and music edu-
cation, compiled from guestion-
naires received from those institu-
tions during April and May, 1986.
The courses vary greatly in scope,
intent and cost and we urge those
interested in attending any pro-
gram to investigate very carefully
before making theirdecisions. Mix
claims no responsibility for the ac-
curacy of the information provided
by the institutions.

|
L

BLUE BEAR SCHOOL OF MUSIC

Bldg. D Fort Mason, San Francisco, CA 94123
(415) 673-3600

Chiet Administrator: Carol Snow

Program: Home recording and synthesizer classes

BRIGHAM YOUNG UNIVERSITY

Dept of Music, C-550 HFAC, Provo, UT 84602
(801) 378-3083

Chief Administrator: K Newell Dayley
Program: BFA program in music

CABRILLO COLLEGE

Music Dept.,, 6500 Soquel Dr., Aptos, CA 95003
(408) 479-6288

Chief Administrator: Lile Cruse. Bob Beede
Program: Audio Arts

CALIFORNIA POLYTECHNIC STATE UNIVERSITY
Music Dept., San Luis Obispo, CA 93407

805) 546-2664, 546-2406

Chief Administrator: Antonio G. Barata

Program: Recording arts and electronic music

CALIF STATE UNIVERSITY DOMINGUEZ HILLS
1000 E. Victoria St., Carson, CA 90747

(213) 516-3543

Chiet Administrator: James Sudalmk

Program: Video production, broadcasting, comnmunica-

CALIF. STATE UNIVERSITY DOMINGUEZ HILLS
Carson, CA

CALIFORNIA STATE UNIVERSITY, LOS ANGELES
Music Dept., 5151 State University Dr.

Los Angeles, CA 90032

(213) 224-3348, 224-3448

Chief Administrator: Michael Fruchter

CASPER COLLEGE

Music Dept., 125 College Dr., Casper, WY 82601
(307) 268-2532

Chief Administrator: Terry Gunderson

CITY COLLEGE OF SAN FRANCISCO
Broadcasting Dept., 50 Phelan Ave
San Francisco, CA 94121

(415) 239-3525

Chiet Administrator: Pmllip Brown
Program: Video and sudio courses

CLAWS.ON PRODUCTIONS

1355C Bear Mountain Dr, Boulder, CO 80303
(303) 499-1144

Chief Administrator: Liss Clawson

Program: Introduction to multi track recording

CMX CORPORATION

2230 Martin Ave,, Santa Clara, CA 95050
(408) 988-2000 x239

Chiet Administrator: Susan ] Dressler
Program: Audio A 101 (Cass [) Seminar

MIX VOL. 10, NO. 7



ts nowonderthat being a successtul
recording engineer is so appealing,

In the magic environment of the
studio, today's top engineers make a very
good living by knowing how to
' bring music to life.
[f you're serious about
¥ becoming an engineer
) . whose services are con-
- stantly in demand by the
music industry. theres
something vou should
know. More than ever
P hefore, the hottest engineers
will be those with the skills of both a tech-
nician and a musician. And now there’s
one place where vou can develop your
| technical and musical awareness hand-
in- hand—at the acclaimed Grove School
of Music in Los Angeles.

Grove’s new Recording Engineering
Program is an intensive one-year course
of study that gives yvou an exceptionally
well-rounded approach to making music
sound better. Grove instructors are work-
ing professionals based here in the enter-
tainment capital of the world, where
opportunities are at vour doorstep in
more studios and concert halls than vou'l
find anywhere else. Students from more
than 30 countries have found the Grove

School to be the most practical place to
launch their music careers.

].o Meet the versatility challenge.
Every recording, mixing and sound rein-
forcement situation is different. That's
why the Grove program gives vou such a
broad range of experience, getting vou
comfortable engineering evervthing from
5-picce rock bands to 18-piece big bards
to 40-picce orchestras.

You'll work with a full spectrum of
acoustic to electronic music. from Top 40
to film and television scores. And vou'll
learn sound reinforcement techniques for

a wide variety of live music applications.

Get consistent hands-on

e experience.
Theres no substitute for learning by
doing. So you'll regularly have projects
in Grove's two in-house studios, as well
as taking advantage of the program’s
ongoing access to state-of-the-art 24-
track facilities in the Los Angeles arca.

To get the most from vour time in the
studio, vou'll cover your technical bases
with courses in acoustics, clectronics,
studio installation and equipment main-
tenance. You'll also learn studio manage-
ment procedures to help prepare you for
the business end.

Hear music through a

e musician’s ears.
The most talented engineers are usually
musicians as well. The Grove program is
designed to insure that you'll understand
the music you're recording, and that vou'll
be able to effectively communicate with
musicians on their own terms. Groves
outstanding courses in cartraining,

harmony. sightreading and rhythm
section arranging will result in some
great advantages for you when you're
behind the board.

4 e Prepare for related opportunities.
Successful engineers often expand their
careers into related fields like record pro-
duction and music video. Grove offers
professional workshops in both these
arcas, as well as many others ranging
from Songwriting to Synthesizers to
Drum Machine Programming. You can
build these into a customized course of
study. and we'll help you tailor a
complete package to fit your personal
career goals.

5 e Get a competitive edge.
The Grove Engineering Program begins
cach January and July. You may qualify
for financial aid. And if you're concerned
about getting a college degree. our
accredited courses can be part of your
3.A.in Commercial Music through our
affiliation with Laverne University, ¢
So if you want to make a living
as an engineer, we'll send vou
more information. Just send us
the coupon below to see how ‘
you can get a competitive {
edge, or call us at j&
(818) 985-0905. y

Maui coupon to: Grove School of Music

12754 Ventura Boulevard
Studio City, California 91604
Please Print:
Name
Street
City
State Zip

Phonct )
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i'd like to know more about the Kecording
Engineering Program.

1'd also like more information on the other
programs checked below:
Songwriting Program
Synthesizer Program
O General Musicianship Program
Vocal Program
Kevboard Program
Guitar Program
0 Bass Program
Percussion Program
O Composing and Arranging Program
Film Video Composition Program
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COLLEGE FOR RECORDING ARTS

Sponsor: Bi-Cultural Foundation, Inc.

665 Harrison St., San Francisco, CA 94107

(415) 781-6306

Chief Administrator: Leo De Gar Kulka

Program: One year course for recording engineers and
others intending on a career in the music/recording in
dustry. C R A.1s accredited by the National Association of
Trade and Technical Schools (NATTS); approved by the
Califorma Superintendent of Public Instruction, approved
for veteran training, and authorized under federal law to
enroll non immigrant alien students. Semesters start the
first tull week of June, October or February. Over 10 years
of providing quality graduates to the music/record in
dustry!

COSUMNES RIVER COLLEGE
Communications Media, 8401 Center Parkway
Sacramento, CA 95823

(916) 686-7410

Chief Administrator: Marc Hal

Program: AA Degree

EASTERN WASHINGTON UNIVERSITY
Radio-Television Building, Cheney, WA 99004
(509) 359-2228

Chief Administrator: Marvin Smith

FRESNO RECORDING WORKSHOP
(THE SOUND STAGE)

1615 N. Blackstone, Fresno, CA 93703
(209) 233-6531

Chief Administrator: Poindexter

FULLERTON COLLEGE

Music Dept., 321 E. Chapman Ave

Fullerton, CA 92634

(714) 871-8000 x336

Chief Administrator: Alex Cima

Program: 1985 Mix TEC award nominee The college
ofters a one year certiicate in Music Recording/Produc
fion encompassing two semesters of audio recording, two
semesters of electronic music, one semester of music bus:
ness. and other relevant music courses The Music Dept
has a fully equipped 24-track studio w/automated board
digital reverb, digital mixdown, and the usual complement
of signal processors {Harmonizer, compressors, etc) and
microphones Fullerton College1s a public Cahiornia Com
munity College with minimal tuition tor Calfornia res:
dents A great way to receive a college education and
learn protessional audio recording

GABRIEL SOUND & ENGINEERING

833 W Main St., Mesa, AZ 85201

(602) 969-8663

Chief Administrator: Brent Gabnelsen

Program: Recording seminars. Four week recording stu
dio techniques seminar tor beginning students. The classes
meet twice a week for 22 hours. Topics covered in the
class are: Introduction to the Recording Chain, Sound and
Instruments that Produce Sound, Microphones and Speak
ers, Recording Consoles, Signal Processing, Tape Ma
chines, Student Recording, Student Mixdown. Hands-on
experience s stressed, enrollmentis imited to ten students
per class. The total fee for the class 1s $175

GOLDEN WEST COMMUNITY COLLEGE
Huntington Beach, CA

GOLDEN WEST COMMUNITY COLLEGE
15744 Golden West St., Huntington Beach, CA 92647
(714) 895-8780
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Chief Administrator: Evan Williams

Program: A two-year recording engineenng program is
conducted in three multi-track recording studios. Students
begin recording projects the third week. Advanced stu
dents make an annual record highhighting work of student
songwriters, arrangers, producers and engineers. A well
rounded understanding of the musicindustry 1s developed
through courses in music theory, composition, arranging,
business management, synthesizer programming and rec
ord production. The program has a ten year record of
graduates fully prepared for entry-level jobs. Entrance to
the program 1s by exam, given annually in August, with
the top 80 students accepted The exam covers basic
recording theory, electronics and music theory.

DICK GROVE SCHOOL OF MUSIC

12754 Ventura Blvd., Studio City, CA 91604

(818) 985-0904

Program: The Grove School of Music REM program s a
one year course 1n audio engineering. Areas of study
include recording theory, sound reinforcement, studio
management, acoustics, electronics and maintenance. The
program specializes in hands-on training in real world
situahions. A typical week includes recordings 1n our in
house studio ranging trom five-piece rhythm sechon to
40-piece orchestra, video sessions and outside traming in
other Los Angeles area 24 track studios Students gradu
ate with the technical and musical abilities to work in this
field. The course begins 1n January and July. Wnte for
brochure and catalog

HORIZON RECORDING STUDIO

1317 So. 295th Pl., Federal Way, WA 98003
(206) 941-2018

Chiet Administrator: Roger and Lorne Wood

INSTITUTE OF AUDIO/VIDEO ENGINEERING
Hollywood, CA

INSTITUTE OF AUDIO/VIDEO ENGINEERING
1831 Hyperion Ave. Dept. E, Hollywood, CA 90027
(213) 666-3003, x6

Chief Administrator: ]. Fred Munch, Larry Cook
Program: Recording engineering. State approved eight-
month program leading to a diploma in recording eng-
neenng Program includes multi-track music production,
video production, video editing, audio for video and film
telecine/broadcast engineering, sound reinforcement,
and studio maintenance. Hands-on experience s stressed
Internships are available. In-house facilities include: 24-
track recording studio w/automated console, 24-track au-
dio sweetening room with CMI Fairlight music computer,
video editing bay, him-to-tape transfer system (35 mm to
one-inch videotape), and audio-video duphcating rooms.

Cost of entire program: $4,965 to $5,345, depending on
choice of elective classes. New students may startin Janu-
ary, March, May, August or October. The Institute 1s ap
proved by the United States Immigration and Naturaliza
tion Service to enroll foreign students (I-20 M-N Form).
Also approved by the California Dept. of Education. All
instructors are working professionals and have state au
thonzation to teach. Call or wnite for a free brochure

LANE COMMUNITY COLLEGE

4000 E. 30th Ave., Eugene, OR 97405
(503) 747-4501 x2371

Chief Administrator: James Brock

LONG BEACH CITY COLLEGE

4901 E. Carson St.,, Long Beach, CA 90808

(213) 420-4308, 420-4233

Chief Administrator: Alan Heywood

Program: Telecommunications (TV & radio production)

LOS ANGELES CITY COLLEGE

855 N. Vermont Ave., Los Angeles, CA 90029
(213) 669-4000 x267

Chief Administrator: Vaughn Obern

LOS ANGELES HARBOR COLLEGE

1111 Figueroa Pl., Wilmington, CA 90744
(213) 518-1000 x235

Chief Administrator: Robert Billings
Program: Recording Arts Certificate program

1OS ANGELES

RFCORDING
WORKSHE)

COMPLETE
MUSIC
INDUSTRY
EDUCATION

LOS ANGELES RECORDING WORKSHOP
Hollywood, CA

LOS ANGELES RECORDING WORKSHOP

5287 Sunset Blvd., Hollywood, CA 90027

(213) 465-4254

Chief Administrator: Chnstopher Knight

Program: We offer three comprehensive certificate pro-
grams, each designed specifically to train you for a music
industry career. A ten-week recording engineering pro-
gram, a ten-week record production program and a ten

week live concert engineering program. Each program
offers 200 hours of instruction, each including 100 hours
of state-of-the-art hands-on workshops in four different
24-track computer-automated studios. Each program in-
cludes synthesizer programming techniques and intensive
ear traiming and critical listening analysis. Workshops are
si1x to eight students. Payment plans and job placement are
available. Our programs are intensive and comprehen-
sive, and are approved by the State of Cahforma. Call or
write for a free catalog and studio tour

LOS ANGELES VALLEY COLLEGE

Dept. of Theater and Cinema Arts

5800 Fulton Ave., Van Nuys, CA 91401
(818) 781-1200 x354

Chief Administrator: Dr. W Milton Timmons

LOS MEDANOS COLLEGE

2700 E. Leland Rd., Pittsburg, CA 94565

(415) 439-0200

Chief Administrator: John Maltester

Program: Los Medanos College, a part of the California
Commumty College system, offers a recording arts pro-
gram based around a four-part senes of semester-long
classes: Intro to Recording, Acoustics, Studio Procedure,
and Signal Processing & the Final Product. Additional
classes are offered in Sound Reinforcement, Record Pro-
ducing, Synthesizers and MIDI, and Systems Servicing.
Course credits are fully transferable and a certificate of
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completion is offered. For musicians who just want to get
their “studio chops” together, the courses may be taken
independently. The school has a completely equipped
16-track studio.

LOYOLA MARYMOUNT UNIVERSITY

Dept. of Communication Arts

Loyola Blvd. at W. 80th St., Los Angeles, CA 90045
(213) 642-3033

Chief Administrator: Don Zirpola

Program: B.A.in Communication Arts. The Communica
tion Arts Dept. of Loyola Marymount University is oftering
a Bachelor's program in Recording Arts. This program 1s
designed to provide an intensive theoretical and practical
knowledge related with sound recording for ilm, TV, vid
eo and disk. The department has state-of-the-art facilities
that include 24-track studio, digital processors, 16-track
studio to mix hlm in video, varieties of microphones and
digital signal processing equipment. The department is
also planning to offer a M.F.A. program in Video and
Recording Arts for spring 1987. For more information con
tact Donald Zirpola, division head

MEDIA SCIENCES INSTITUTE
3465 El Cajon Blvd. P.O. Box 4678
San Diego, CA 92104

(619) 280-7454

Chiet Administrator: Richard Bowen

MILLS COLLEGE

Box 9991, Oakland, CA 94613

(415) 430-2191

Chiet Administrator: Magqgi Payne
Program: Sound Techmques 161162, 261.262

MIRACOSTA COLLEGE

Music Dept., One Barnard Dr., Oceanside, CA 92056
(619) 757-2121 x446

Chief Administrator: Dave Meqll, John Gorrindo
Program: Studio recording and music video

MIXMASTERS AUDIO ENGINEERING SCHOOLS
4877 Mercury St.,, San Diego, CA 92111

(619) 569-7367

Chief Administrator: Garth Hedin

MONTANA STATE UNIVERSITY

Film and TV Dept., Bozeman, MT 59717
(406) 994-2484

Chief Administrator: Paul Monacc

MT. HOOD COMMUNITY COLLEGE
26000 S.E. Stark, Gresham, OR 97030
(503) 667-7410

Chief Administrator: John M. Rice
Program: Radio Production Technology

MUSICIANS INSTITUTE

6757 Hollywood Blvd., Hollywood, CA 90028
(213) 462-1384

Chiet Administrator: Patrick Hicks

NAVAJO COMMUNITY COLLEGE
Deans Ottice, Tsaile, AZ 86556
(602) 724-3311 x248

Chiet Administrator: Roy B. Spurgeon

NEW MEXICO STATE UNIVERSITY

Music Dept., Box 3F, Las Cruces, NM 88003

(505) 646-2421, 646-5215

Chief Administrator: Lee Richards, Warner Hutchison
Jim Bonevich

Program: Electronic Music/ Audio Recording

NORTHWEST INSTITUTE OF RECORDING
4230 Leary Way N.W, Seattle, WA 98107
(206) 783-3869

Chief Administrator: Wilham Stuber

PACIFIC LUTHERAN UNIVERSITY

121 St. & Park Ave., Tacoma, WA 98447
(206) 531-6800

Chief Administrator: Robert Holden

PORTLAND COMMUNITY COLLEGE
12000 S.W. 49th, Portland, OR 97219
(503) 244-6111

Chief Administrator: James Van Dyke

THE QUINCY STREET WORKSHOP

130 Quincy N.E., Albuquerque, NM 87108
(505) 265-5689

Chiet Administrator: Eric C. Larson

RADIO/TELEVISION ADVERTISING

9699 Follett Dr., Santee, CA 92071

(619) 575-5750

Chief Administrator: Al Taylor

Program: Courses range from wniing to production

SADDLEBACK COLLEGE

28000 Marguerite Pkwy., Mission Viejo, CA 92692
(714) 582-5727

Chief Administrator: Mark Schiffelbein

SAN FRANCISCO STATE UNIVERSITY

Extended Education, 1600 Holloway Ave.

San Francisco, CA 94132

(415) 469-1372

Chief Administrator: Mary Peratt

Program: Music/Recording Industry. An accredited mu

sic industry program for students and professionals, w/
courses that range from record engineering, mixing, artist
management, pubhcity, concert production and booking,
industry history, and field internships to seminars hke mu

sic journalism, record distribution, and music video. Ex

pand skills with one ortwo workshops, or earn a profession

ally recognized certificate with completion of a structured
academic program laught by Bay Area pros. Formal uni

versity application is not required. Call (415) 469 1372 for
information

SAN JOSE STATE UNIVERSITY

1 Washington Square, Theatre Arts Dept. RTVF

San Jose, CA 95192

(408) 277-2763

Chief Administrator: Charles Ches:s

Program: Radio Television-Film Program Four year pro
gram toward BA. Management, Production and Theory
Half-inch and ¥%-inch video, 16mm film, production and
editing 1kw FM station

GET
LISTED!

(415) 843-7901.

Mix Directories are the most com-
plete guide to facilities and serv-
ices for the audio and video indus-
tries. When production profession-
als need equipment, studios, or oth-
er services, they consult Mix first.
To receive a questionnaire for a
FREE listing in any or all of the
following Mix Directories, simply
fill out and return the coupon be-
low, or call the Directories Dept. at

(AES Special Edition)
(Deadline: August 1)

(Deadline: October 1)

O OCTOBER: Studios of the North Central U.S.
O OCTOBER: Canadian Studios
0O NOVEMBER: New Products for 1986

O DECEMBER: Tape-to-Disc Issue: Directory of
Manufacturing Services
(Deadline: September 3)

O JANUARY '87: Studios of the Northwest U.S.

(Deadline: July 14)

NAME

COMPANY

ADDRESS

CITY

STATE ZIp

TELEPHONE

prior to issue date.

o e . — . s s s s . s s e o — — ——— ———————— — — — — —

Mail to: Mix Directories, 2608 Ninth Street, Berkeley, CA 94710

NOTE: Questionnaires for specific issues will be mailed five weeks

JULY 1986
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“THE FRESH APPROACH”

to the business side of your business is

PRISTINE’S
RECORDING STUDIO
MANAGEMENT SYSTEM

We've created the first and most
comprehensive studio software pack
age on the market today, by approaching
the problem fresh...not by taking
already existing software and trying to
modity it to “sort of” fit the needs of the
industry. With this system. you'll be able
to truly control and manage your
studio from the initial phone call for a
booking, through billing all the way to
financial statements

*Studio Bookings  ®General Ledger
¢Billing - A/R ® Tape Library
® Accounts Payable eInventory Control

To see how our "fresh approach” can be
the right approach for you, call us now!

PRISTINE SYSTEMS, INC.
6515 Sunset Bl. #201B
Hollywood, California
(213) 461-2819

Eastern USA
Westec Audio/Video

Australia
Editron/Sontron Inst

(212) 586-1662 (03) 568-4022
. J

Circle #042 on Reader Service Card

Your Future in Media
Begins At

=——

Media Sciences Institute

We offer six-month
California State approved
certificate courses in:

Audio Engineering

Musicology/ Record Production
Arrangement  Video Technology
Acting Studio Technology

Electronic instrument Operation

To receive a catalog,
send $2.00 to

Media Sciences Institute
3465 El Cajone Bivd.
San Diego, CA 92104

(619) 280-7454

Circle #043 on Reader Service Card
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SKE

SKE PUBLISHING
Sedona, AZ

SKE PUBLISHING

P.O. Box 2519-M, Sedona, AZ 86336

(602) 282-1258

Program: Recording School Curriculum Service We pub
lish a complete curnculum for schools and recording stu
dios wishing to teach sound engineening Based on the
book Practical Techmiques for the Recording Engineer
(400 pp . over 350.000 words), these course matenals are
already in use by over 75 universihes, colleges, and studios
throughout the world The text ($24.95), Teacher's Manual
($45). AnswerKey (n/c), Student s Workbook /Supplement
($14 50), and three fina! exams (n/c}make up a 24 module
course in three levels Progressively intensive coverage
Homework questions in each module tor verbal or wnitten
review Suggested session content for hands-on studio
work Three comprehensive tinal exams Course features
real-world, practical, useful content. Text covers techniques
and skills while Workbook/Supplement covers conven
tional subjects Write for more information

Program: Sound Engineering Correspondence Course
Study sound engineering with our correspondence course
This course covers it all Acoustics, mics, consoles, signal
processing, recorder alignment, tricks-of the-trade, special
eltects, the psychology of working in an engineenngenvi
ronment, and much more are all covered in great detail. A
hietirme of musical, technical. psychological and prachcal
information 1s presented in clear, progressively intensive
lesson format Build your own streamlined sound engi
neernng technique based on the one presented in the book
and course Wnitten, corrected and graded homework
plus unhmited dialog via audio cassettes provides direct
private and personal feedback from the instructor Thisis
the only course avatlable with a!l these teatures
Program: Sound Engineenng Home Study Course A fast
er, more offordable way for the sound enthusiast to study
the high powered sound engineenng course offered by
SKE. Our home study program works faster and costs less
because it does not include the dialog feature. Work on
your own 1o master the musical and technical concepts of
sound engineering The home study cassette packages for
Basic Intermediate, or Advanced levels require the stu
dent also have the PTR.E text, and Workbook/Supple
ment The cassette package contains the audio portion of
an entire course level (Basic, Intermediate, or Advanced)
on (12) 60-minute audio cassettes ($145). Microphones
recorders, session and stage set-up and breakdown, align
ments, noise reduction, sound and audio theory, acoustics,
editing mixing techniques, tncks of-the-trade, grounding
spectal effects, and much more all covered in great detail
The eight lecture cassettes expand on the information in
the books while the four answer cassettes complete the
learning experience

SONOMA SOUND

P.O. Box 1623, Sonoma, CA 95476

(707) 996-4363

Chiet Administrator: Arron Johnson

Program: Engineenng/Production course for begimners

SONOMA STATE UNIVERSITY
Rohnert Park, CA

SONOMA STATE UNIVERSITY

1801 E. Cotati Ave., Rohnert Park, CA 94928

(707) 664-2324

Chief Administrator: Joann Feldman

Program: Three sernesters of recording studio plus tutonal
Career minor in Recording Technology also includes in
ternship. One semester of Recording Studio Performance
and Produchion and Commercial Songwrnting. All pro
grams incorporate hands on usage of a new fully outhtted
one-inch 8-ttack multi track studio with two full 1solation
booths Electronic musicstudio coursesinsound synthesis
with computers and digital, hybrid and analog synthesizers
All courses have hands-on work with the DX7 Juno 106
AlphaSyntaun, Decilhomx, DX11 drum machine, MSQ
700 keyboard recorder, and microcomputer controlled
MIDI networking Studioincludes two 4-channel tape ma
chines and outboard processing gear

SONY INST OF APPLIED VIDEO TECHNOLOGY
2021 N. Western Ave., Los Angeles, CA 90020

(800) 662-SONY, in Calit. (213) 462-1982

Chief Administrator: Jeftrey Glasser

Program: The Sony Institute of Appled Video Technology
offers workshops and seminars in Hollywood and nation
wide. Workshops are two to hve days in length, from $325
10 $995. covering such subjects as Basic and Intermediate
Electronic Field Production, Camera Techniques, Directing
on Locahon Editing Hands On Audio for Video, Location
Lighting, Video Scnpt Wrniing, Casting and Director Actors,
Directing Non-Professionals, Computer Graphics, Career
Opportunities in Video, Video Graphics, Producing Inter
active Videodiscs. Fundamentals of Video Technology.
Producing a Music Video Custom tutonals and workshops
also available. Call for a brochure or more intormation

SOUND INVESTMENT ENTERPRISES

P.O. Box 4139, Thousand QOaks, CA 91360

(818) 991-3400

Chief Administrator: Vicky Stone

Program: Sound Shop seminars Sound Shop' a 1%2-day
non technical seminar designed to give the users of sound
equipment a thorough overview of components, compati

bility factors, and practical how to's of microphone, mixing
and troubleshooting techniques Sound Shop lI- nine hours
of speciahized audio traiming providing a more in depth
look into mixing techniques, signal processing equipment,
and sound system and acoustical design. No prerequisites
Suggested one to two years mixing experience for Sound
Shop Il Both seminars are taught nationally Registration
ranges from $75 for students to $125 at the door

SOUND MASTER RECORDING ENGINEER
SCHOOLS, AUDIO/VIDEO INSTITUTE

10747 Magnolia Blvd., North Hollywood, CA 91601
(213) 650-8000

Chief Administrator: Barbara Ingoldsby

Program: Basic Theory/Recording: a beginning course
in mult track recording technology Beginming Studio
Workshop using equipment to perform duties of the re-
cording process. Advanced Audio Theory: audio technol
ogy dealing with advanced recording techniques. Ad
vanced Studio Workshop hands-on experience 24 track
recording equipment and its operation. Disc Mastering
the basic pninciples of disc recording techmques Record
ing Studio Maintenance basic electronics and trouble-
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RECORDING ENGINEER
SGHOOLS

SOUND MASTER RECORDING ENGINEER
SCHOOLS, AUDIO/VIDEQ INSTITUTE
North Hollywood, CA

shooting studio equipment and maintenance of equipraent
Sound Reinforcement: live sound mixing sessions held
with live groups Solving, setting up and operating equip
ment, mixing the live concerts and breakdown of equip
ment. Video Production: a five level course dealing with
the technical operation for all phases of color videc pre
and post production, including camera operation, editing,
hghting, scenery, and special eftects Underwater video
dealing with techniques for all underwater photography
Must be a certibied scuba-diver. Call for free brochure
Sound Master Recording Engineer Schools 1s approved
by the California State Depariment of Education/ Superin
tendent of Public instruction and the Department of Im
migration

SOUTHWESTERN COMMUNITY COLLEGE
900 Otay Lakes Rd., Chula Vista, CA 92010
(619) 421.6700

Chief Administrator: John Hildebrand
Program: Recording Techniques

(

TREBAS INSTITUTE OF RECORDING ARTS
Los Angeles, CA

TREBAS INSTITUTE OF RECORDING ARTS

6602 Sunset Blvd., Los Angeles, CA 90028

(213) 467-6800

Program: Record Producing. Sound Engineering, Music
Industry Management, Music Video Production. Two-yea
programs (one year basics: second
Diploma in Recording Aris and Sciences with specnallzd
tion in one of the four programs above One entrar.ce schol
arship at each of the three campus locations, valued at
$3,500 to $4,000 each. Dr. Peter C. Goldmark Memonal
Scholarship for second year studies (value $3,500 to $4.000)
ateach location. Other awards of mentalso available. Con
sult the Admissions Office of the Insttute. Facilies: 24
track professional recording studio in each location Elec
tronic music studio, electronics lab, and disk mastenng
roomsin selected locations. Full-hme day or evening studies
140 courses offered in four programs of specialization. Lim
ted number of internships available. Eighty percent of grad
uates placed.

year specialization)

UCLA EXTENSION

10995 LeConte Ave., Los Angeles, CA 90049
(213) 825-9064

Chief Administrator: S. Ronnie Rubin, Van Webster
Program: Professional Designation in Recording Eng

JULY 1986

UNIVERSITY OF ARIZONA

Dept. of Media Arts, Modern Languages Bldg. Rm. 221
Tucson, AZ 85721

{602) 621-7352

Chief Administrator: Caren Deming

UNIVERSITY OF ARIZONA SCHOOL OF MUSIC
Tucson, AZ 85721

(602) 621-1655

Chief Administrator: Jefirey Haskell

Program: A recording studio production class is oftered
to Music and Radio-Television students The class includes
a basicoverview of studio equipment use and terminology,
1n addihion to music production and mnusic law. Caurses in
computer and MIDI apphcations are offered. The record
1ng studio features an audiophtle quality 24-track facihity
with nutnerous signal processing equipment inciuding
Lexicon PCM70, Drawmer Gates, dbx 165A compressors
Pultec EQP-1 A EQ, Prime Time delay. etc The recording
studio 1s very accessible to students for gaming expen
ence 1n writing, producing performing in pro‘essional

UNIVERSITY OF CALIFORNIA

Media Resources Dept., Riverside, CA 92521
(714) 787-3041

Chief Administrator: Jerry Gordon

UNIVERSITY OF CALIFORNIA, SAN DIEGO
Visual Arts Dept., La Jolla, CA 92093

(619) 452.2252

Chiet Administrator: B]. Barclay

Program: Media

UNIVERSITY OF COLORADO AT DENVER
COLLEGE OF MUSIC

1100 14th St., Denver, CO 80202

(303) 556-2727

Chiet Administrator: Roy A Pnitts

Program: B.S. degree in Music

UNIVERSITY OF NEVADA, LAS VEGAS

Dept. of Music, Alta Ham Fine Arts Hall

4505 8. Maryland Pkwy., Las Vegas, NV 89154
(702) 739-0819

Chief Administrator: Curt Miller

LOS ANGELES

UNIVERSITY OF SOUND ARTS

AUDIO VIDEO RESEARCH CENTER

6363 Sunset Blvd., RCA Bldg., Hollywood, CA 90028
(213) 467-5256, 5257

Chief Admmxslrator Raghu Gddh ke

petcent o! ourgraduates are workl ‘g n the emertmnmen(
mduslrme S. Europe, and]apan We alsooffer four week
recording workshops and correspondence courses through

ounsi,f

UNIVERSITY OF SOUTHERN CALIFORNIA
School of Music, Mus 401, Los Angeles, CA 90089
(213) 743-2627

Chief Administrator: Richard Mclivery

VIDEO TECHNICAL INSTITUTE

2828 Junipero, Long Beach, CA 90806
(213) 595-1660

Chief Administrator: Scott Jucha
Program: Video Technology A career in video could be
yours after only 14 months of training and youll have a
degree' VT] inaintains a job placement rate in excess of 90
percent and we offer hnancial 4vf‘ Extensive har

ROBIN WOODLAND

HANDS-ON RECORDING WORKSHOPS
P.O. Box 22504, San Francisco, CA 94122
(415) 861-3151

Chief Administrator: Robin Woodland

Prog :Foroverive yee y

30-hour cou

St Studio. a high-quality 16 track faciity The total cost 1s
yust $240 Call for more information

—C

RECORDING 79
| WERKSHOPI\ _

COMPLETE MUSIC INDUSTRY EDUCATION

* RECORDING ENGINEERING
* LIVE CONCERT ENGINEERING

FOUR 24-TRACK
STATE-OF-THE-ART STUDIOS
SYNTHESIZER TRAINING
EXTENSIVE EAR TRAINING

* RECORD PRODUCING

* MUSIC VIDEO PRODUCTION

ACTIVE JOB PLACEMENT
ASSISTANCE

PAYMENT PLANS

10-WEEK HANDS-ON WORKSHOPS

5287 SUNSET BLVD.
HOLLYWOOD, CA 90027
213-465-4254

CALL OR
WRITE FOR
FREE CATALOG
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CENTRAL

ALVIN COMMUNITY COLLEGE

Communications Dept.

3110 Mustang Rd., Alvin, TX 77511

(713) 331-6111 x388

Chief Administrator: Cathy Forsythe

Program: Complete (two year) Associate of Arts degree
programs in multi-track recording and sound reinforce
ment, radio and television programs. Also (one year) certi
ficate programs available Basic, intermediate and ad
vanced classes in recording. Internships in nearby Hous
ton available Accredited by Southern Association of Col
leges and Schools, Coordinating Board, Texas College
and University System, Texas Education Agency.

AMERICAN CONSERVATORY OF MUSIC
Jazz and Commercial Music Dept.

116 S. Michigan Ave., Chicago, IL 60603
(312) 263-4161

Chief Administrator: Gregory F Shearer

ANDERSON COLLEGE

1100 E. 5th St., Anderson, IN 46012

(317) 649-9071

Chief Administrator: F. Dale Bengtson
Program: Bachelor's degree in Music/Business

ARKANSAS COLLEGE

Box 2317, Batesville, AR 72503
(501) 793-9813

Chiet Administrator: Dan C West
Program: Media Arts

ASHLAND COLLEGE

Radio-Television Dept., Ashland, OH 44805
(419) 289-4142 x5136

Chief Administrator: Richard Ledy
Program: Broadcast Technology

BALL STATE UNIVERSITY

School of Music, Muncie, IN 47306

(317) 285.5537

Chief Administrator: Cleve L. Scott

Program: The Bachelor of Music degree in Music Theory
and Composition: option C, Music Engineering Technol
ogy combines courses in music composition, performance
electromic music and recording technology with a minor
in applied physics. The goal of the program 1s to prepare
an individual with musical and technological competen
cies, that are directed to the current and future needs of the
music indusiry. Prerequisites tor a music major: high
school diploma, successful audition 1n performance, and
music theory and mathematics placement exams Creative
people of dedication and excellence interested in per
formance, composition, computer applicahions, recording
sound synthesis and analysis are encouraged to apply

BEACHWOOD STUDIOS

MUSIC PRODUCTION WORKSHOP

23330 Commerce Park, Beachwood, OH 44122
(216) 292-7300

Chief Administrator: George A. Sipl

CALVARY BIBLE COLLEGE

Kansas City, MO 64147

(816) 331-8700, 322-0110

Chief Administrator: Tom Bonine
Program: Chnstian Radio Broadcasting

CAPITALUNIVERSITY CONSERVATORY OF MUSIC
2119 E. Main St., Columbus, OH 43209

(614) 236-6474

Chiet Administrator: Larry L. Christopherson
Program: Bachelor ot Arts degree with a major in com
mercial music is a new, four-year program designed to
provide undergraduates with a solid base of traditional
and commercial musical training. This music core 1s sup
plemented with extensive studio recording techmques
taught in comunction with “the Recording Workshop™ in
Chillicothe, Ohio (see ad 1n this section) and a minor in
business administration, computer science, or radio and
television broadcasting.

CASS TECHNICAL HIGH SCHOOL
Music Dept., Performing Arts Dept.
2421 2nd Ave,, Detroit, M1 48201
(313) 494.2605

Chief Administrator: Jeanette Wheatley
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CEDAR VALLEY COMMUNITY COLLEGE

3030 N. Dallas Ave., Lancaster, TX 75134

(214) 372-8210

Chief Administrator: Division of Communications/Hu
manities chairperson

Program: Commercial Music Recording Technology (two
year Associate’s degree). This two-year program is de
signed to provide the technical and musical skilis neces
sary n the held of recording technology. In addition to
preparing the student in vocal and instrumentai commer
cial music techmiques, training 1s provided in basic re
cording skills such as microphone selection and place
ment. mixdown techmques, master tape production, studio
techniques, troubieshooting, and session procedures Em
phasis is placed on the specific needs of the commercial
musician in the held of recording.

CENTER FOR MUSIC BUSINESS STUDIES

110 Schiller Ste. 205, Elmhurst, IL 60126

(312) 279-8323

Chief Administrator: Paul Kelly

Program: Certificates in audio video production and mu
sic business, diploma in music business studies, work
study. generous payment plans, approved by the Illinots
Board of Education Travelstudy toursto LA, London, N Y
mternships, placement assistance worldwide; sponsors
Chicago Music Expo and other seminars: (4) ten week
terms, evening and Saturday ciasses; write or call for de
tails and catalog

CENTRAL STUDIOS-CENTRAL HIGH SCHOOL
275 N. Lexington, St. Paul, MN 55104

(612) 645.9217

Chief Administrator: Ben James

CHAPMAN RECORDING WORKSHOP
228 W 5th, Kansas City, MO 64133
(816) 842-6854

Chief Administrator: Chuck Chapman

COLUMBIA COLLEGE OF CHICAGO

600 S. Michigan Ave., Chicago, IL 60605

(312) 660-1600

Chief Administrator: Al Parker

Program: Columbia College has recently expanded its
audio engineenng curnculum, and installed a mulh-de
partmental bachelor’s degree in Recording Arts and Sci
ences This degree 1s offered by three departments: Arts
Management., Music, and Radio. Required specialist
courses for the engineering degree are Sound Engineer
ing 1, 2, and 3, and Acoustics for Microphones Sound
Engineenng 1 is a classroom course in basic audio elec
tronics, the technology and language of recording Sound
2, held 1in an independent multi track recording and film
studio, involves the explanation and demonstration of each
link in the recording chain, as well as studio setup, basic
maintenance, audio quality standards, editing, and so forth.
Sound 31s splitinto small teams, each of which 1s required
toset up, record, and remix a ive session. Optional courses
offered to the engineering candidate are Advanced
Acoustical Design, Digital Audio Systems, Console Sys
temns, Basic Sound Practices. Stereo Broadcast Techniques,
and Recording Studio Management as weil as production
and music courses in other departments

EASTERN MICHIGAN UNIVERSITY

Dept of Communication and Theater Arts

129 Quirk Bldg., Ypsilanti, M1 48197

(313) 487-0064

Chief Administrator: Henry B. Aldndge, Louwis C
Saalbach

Program: Telecommunications and Film

ELMHURST COLLEGE

190 Prospect, Elmhurst, IL 60126

(312) 279-4100 x357

Chief Administrator: Tim Hays

Program: Music Business Located in the metropolitan
area, Elmhurst College 1s an accredited institution that
offers both a B.S. and a B.M.in Music Business. In addition
toclasswork in music, business, and the business of music,
students get hands-on indusiry expernience through intern
ships, industry speakers, and course tours to locafions
such as Los Angeles or New York City. Resources include
a new 12-track studio facility, an artist facuity of over 30,
and support from numerous music industry associations
and corporations. Offening students individualized instruc
tion in music business for over 15 years Elmhurst provides
a specialized career track integrated within a four-year
degree.

EL PASO COMMUNITY COLLEGE
P.O. Box 20500, El Paso, TX 79998
(915) 594.2209

Chief Administrator: Albert Mujares
Program: Media Production Technology

HENRY FORD COMMUNITY COLLEGE

5101 Evergreen Rd., Dearborn, MI 48128

(313) 845-9634

Chief Administrator: Jay B Korninek

Program: Mass Communication Degree (two-year AA)

GOODNIGHT AUDIO RECORDING SCHOOL
2302 Joe Field, Dallas, TX 75229

(214) 241-5182

Chief Administrator: Ruben Ayala

HOUSTON COMMUNITY COLLEGE SYSTEM

901 Yorkchester, Houston, TX 77079

(713) 468-6891

Chiet Administrator: Aubrey Tucker

Program: Commercial Music Program, Audio Engineer
ing Technology Fully accredited college offering two year
Associate degree and certificate programs in Audio En
gmeening Cost of instruction 1s extremely competitive in
this freld, consisting of normal tuihon and fees. Great em
phasis placed on practica! hands on expenence Two fully
equipped studios: Studio A features MCI JH 536 automated
console, and JH-114 24 -track recorder, Dolby A noise re
duction, Lexicon 224 digital reverb, Scamp rack, digital
processing, and full complement of professional micro
phones Studio B contains Tascam 520 20-channel mixing
console Fostex 16-track recorder and similar outboard
equipmentand microphones New inventory of keyboards,
synthesizers, drum machines and sequencers.

HUTCHINSON AREA VOCATIONAL

TECHNICAL INSTITUTE

200 Century Ave,, Hutchinson, MN 55350

(612) 587-3636, (800) 222-4424

Chief Administrator: Warren E Macenon

Program: Audio Technology. Two-year intensive techni

cal audio program Extensive hands-on training in audio
electronics (analog and digital), studio and remote record

ing, systems design and installation, acoustics, signal proc

essing, and sound reinforcement for pro sound market.
Music television training option available. Heavy on lab
and practical apphcations Personalized instruction allows
students to enter throughout year, receive credit for pre

vious experience, and work at accelerated pace. Gradu

ates available throughout year. Extensive cooperation with
employers for internships and supervised work expen

ence. Students active in AES State school, low tuition. Our
graduates have the mix of technical and production skilis
for today’s pro sound market

INDIANA UNIVERSITY SCHOOL OF MUSIC
Bloomington, IN 47405

(812) 335-1613, 335-1900

Chief Administrator: Ted W. Jones, David A Pickett
Program: The Associate of Science in Audio Technology
offers training 1n audio recording. reinforcement, and
media production Courses in audio techniques, equip
ment operation-maintenarice, acoustics, electronics, and
musical styles stress prachical experience and auralaware
ness Professional equipment includes 2-track digital and
up to 16-track analog Over 900 concerts are produced
annually in a 500-seat recital hall and the 1,460-seat Mu
sical Arts Center, one of the most advanced opera and
concert halls in the country. Audio Technology courses
can be used also in the Bachelor of Science in Music and
the Bachelor ot Arts. Individualized Major. Apply to the
Music Admissions Otfice
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INTERLOCHEN RECORDING ARTS AND
BROADCASTING INSTITUTE

Interlochen Center forthe Arts, Interlochen, M1 49643
(616) 476-9221, x 360

Chief Administrator: Harold Boxer. David Gail
Program: A tull-ime chnic workshop that will help pre-
pare students for an occupation of recording enginesr in
radio, television, ilms, and theater Participation in record-
ing the daily concerts of the Interlochen Arts Festival offers
a full ranae of exmerience ncliidinag orchestra T

b

te ek
se

14 students. Radio programs will be produced for national
broadcast. Academic credit i1s available through the Uni
Ve 1s, 3

Q

INTERNATIONAL COLLEGE OF BROADCASTING
6 South Smithville Rd., Dayton, OH 45431

Program: Associate De Diplor Certificate

JEWEL SCHOOL OF AUDIO ENGINEERING
1594 Kinney Ave,, Cincinnati, OH 45231
(513) 522-9900

Chief Administrator: Rusty York

KANSAS STATE UNIVERSITY

Music Dept., Manhattan, KS 66506

(913) 532.5740

Chief Administrator: Hanley Jackson
Program: Composition and Electronic Music

KELLOGG COMMUNITY COLLEGE
450 North Ave., Battle Creek, MI 49017
(616) 965-3931 x348

Chief Administrator: Gene Andrews
Program: Recording Studio Technology

LARR COMPUTER CORP.

K-LARR Broadcasting Network Division
P.O. Box 3842, Houston, TX 77253
(713) 440-9224

Chief Administrator: Lawrence Herbst

LBJ HIGH SCHOOL

7309 Lazy Creek Dr., Austin, TX 78724
(512) 926-7983

Chief Administrator: James A. Albnght 111
Program: Video Technology

LINCOLN INSTITUTE

7622 Louetta Rd., Spring, TX 77379

(713) 376-9679

Chief Administrator: JE. Lincoln

Program: Audio/ Video Engineenng Technology. The Lin

- 5

at Y Ce €

cording and television/filmmaking utilizing multi-track

audio and three camera video production stud:os. Topics
2clude digital synthesizers, A/V synchronizanon, MIDI

tre ) !

tional hands on experience availabie through participa

tion with LINX, the in house cable system providing daily

MEDIA ARTS WORKSHOP

232%2 Main St, Ames, IA S0010

(515) 232-4331

Chief Administrator: Kent Newman

Program: Audio Production & Mult Track Recording

JULY 1986

LEARN THE ART OF RECORDING

—the leader in fraining creative music professionals For over
a decade, hundreds of sound engineers, as well as pro-
ducers and recording arists have made their start with us
We offer the industry’s most successful program in record
ing technology and our 5-studio educational facility

THE RECORDING cocionce feaiea v Gt hondion ox

perience in 24 track recording » Digital recording, MID}
WORKSHOP and automated mixing »On campus housing » 6 week
program is conveniently offered 7 times year round
Enroliment is limited, for free brochure call or write today
THE RECORDING WORKSHOP, 455-X Massieville Road, Chillicothe, Ohio 45601

800-848-9900 614-663-2544

Ohio State Board of School and College Registration #80-07-0696T1
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The Reel The difference is the 2832 Spring Grove Ave.,
highest quality cassette Cincinnati, Ohio 45225

Difference dupication avallsble. 513/681.8400
QCA has no equal.
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Mo yusic

A Bachelor of Music
in Composition

and Theory

A Minor in

Applied Physics

Applied studies in perform-
ance, sound synthesis, record-
ing technology, composition
projects, production expe-
riences, time codes, acoustic
measurement, maintenance
procedures, analog process-
ing, digital systems and
communications, orchestra-
tion, microphones, algorith-
mic compositions.

CONTACT:

The Director,
Electronic Systems for
Music Synthesis

Ball State University
Muncie, IN 47306

ENGINEERING
TECHNOLOGY

Circle #047 on Reader Service Card
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Minnesota Audio Techs:
— Technically competent
—Strong work ethic
—On time

—Aggressive learners

Competency based curriculum:
—Audio electronics, analog & digital

Hands On Video Program Also Available

10 mo.

—Studio & live sound theory & practicals
6 mo

—System design, installation, troubleshooting
2 mo

200 Century Ave
Hutchinson MN 55350
Phone (612) 587 3636

HUTCHINSON AREA VOCATIONAL TECHNICAL INSTITUTE

“Toll Free (MN only) 1 BOO 222 4424
A fully accredited tax supported non profit institution
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Mciennan Community College

McLENNAN COMMUNITY COLLEGE
Waco, TX

McLENNAN COMMUNITY COLLEGE

Commercial Music Dept

1400 College Dr., Waco, TX 76708

(817) 756-6551

Chief Administrator: David Hibbard

Program: Audio Technoiogy A comprehensive degree
y, part of the McLennan Con

-Program Students will

rogramin

neenng and music business Learn to work in our new
state of the-art 24-track analog digntal studio, engineering
and producnng actual sessions wnh counlry rock, |dzzand

act Program Direc

MICHIGAN STATE UNIVERSITY
School of Music

214 Music Bldg., E Lansing, MI 48824
(517) 355-7674

Chief Administrator: John T McDar

MILLIKIN UNIVERSITY
Decatur, IL

MILLIKIN UNIVERSITY

Commercial Music Dept

1184 W Main, Decatur, IL 62522

(217) 424-6300

Chief Administrator: A. Wesley Tower

Program: Millikin University School of Music 1s the first
accredited university in the Midwest to ofter a Bachelor of
Music degree program in Commercial Music with a vocal
and instrumental emphasis. In addition to the traditional
aspects of professional music training, course concentra

tion includes Commerctal Music Performance, Commer
cial Music Arranging, Commercial Music Ensembles, Tra

ditional and Commercial Studio Ensembles, Recording
Studio Engineening, Record Producing, Jingle Writing and
Producing, Commercial Vocal Styles, Commercial Music
Theory Improvisation Techmques, and Commercial/Jazz
History and Forms Scholarships, talent awards and finan

cial aid are available

MINOT STATE COLLEGE

Minot, ND 58701

(701) 857-3186

Chiet Admlnlslralo R \ben L. Larson

Program: Rec s minor, Division of Music

NAVARRO COLLEGE

3200 W. 7th Ave., Corsicana, TX 75110
(214) 874-6501

Chief Administrator: Kenneth P. Walker
Program: Radio/Television

NEC, BROWN INSTITUTE CAMPUS

2225 E. Lake St., Minneapolis, MN

(612) 721-2481

Chiet Administrator: Donald W Swanson
Program: Audio Technology and Studio Recording

NORTH LAKE COLLEGE

Video Technology Dept.

5001 N. MacArthur Blvd., Irving TX 75038
(214) 659-5340

Chiet Administrator: hiim Picquet

NORTHEASTTECHNICAL COMMUNITY COLLEGE
Norfolk, NE

NORTHEAST TECHNICAL COMMUNITY COLLEGE
801 E. Benjamin Ave., P.O.Box 469, Norfolk, NE 68701
(402) 371-2020

Chiet Administrator: Timothy Miller

Program: Audio and Recording Technology. Oftening a
two-year Associate of Arts and/or Associate of Apphed
Science in Audio and Recording Technology. The Audio
and Recording Technology program is a balanced mix of
musiC, auaiotr

ory ;a;;'./ ation and hands-on expenence

in a recently u
NICC 1s accredited by the Norm Central Association of
Colleges and Schools and the Nebraska State Depariment
of Education

dated control room and sound studic

OHIO STATE UNIVERSITY

College of the Arts, School of Music

1860 College Rd., Columbus, OH 43210

(614) 422-7899

Chief Administrator: Robert B. Lackey

Program: Four-year undergraduate program leading to
<,

Bachelor of Science degree
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OPUS RECORDING AND EQUIPMENT COMPANY
4262 Grand Ave., Gurnee, IL 60031

(312) 336-OPUS

Chief Administrator: Tony Pettinatc

Program: Recording. Engineering and Acoustics. Stu-
dents will gain exposure to the latest advances in audio
equipment, including Amek consoles, Ampex and Otan
recorders, Cetec-Gauss monitors, four reverb units, three
digntal delays, 74" Yamaha conservatory grand piano,
over 50 microphones. Hands-on instruction on operational
theory and application. Pro-audio showroom, 24-track and
8-track recording facilities on premises. College afhihated
or private courses available. Topics include: multi-track
recording, disk mastering, record pressing, audio/ visual
productions, acoustics, microphone techniques, tape re-
corder maintenance, peripheral equipment. Our students
have graduated to become sound and broadcast engineers
in radio, recording studio, and TV industry

FRANK PHILLIPS COLLEGE
Radio/Television Dept., P.O. Box 5118
1301 Roosevelt, Borger, TX 79008
(806) 274-5311

Chief Administrator: Bob Ramsey

PRODIGAL SOUND

1510 Malone, Denton, TX 76201
(817) 566-5555

Chief Administrator: Greg Ellenwood

PURDUE UNIVERSITY

B-10 Stewart Center, West Latayette, IN 47907
(317) 494-8150

Chiet Administrator: Rick Thomas

THE RECORDING WORKSHOP
Chillicothe, OH

THE RECORDING WORKSHOP

Licensed by Ohio State Board of School & College
Registration

455 Massieville Rd., Chillicothe, OH 45601

(614) 663-2544, (800) 848-9900

Chief Administrator: Jim Rosebrook

Program: Founded in 1971, The Recording Workshop 1s
dedicated to teaching the creative operation of protes-
sional recording equipment. The Workshop's primary goal
15 to prepare qualified assistant recording engineers, but
the training is also very useful tor the aspinng recording
artist or producer. The main program offered 1s the Re
cording Engineer and Music Production Workshop. Its
curnculum 1s an eftechve combinahon of in-depth lec-
tures and extensive hands-on expenence in the Work-
shop’'s well-equipped, five-studio recording ccmplex
Classes for this intensive program start seven imes annual
ly To supplement the main program, two optional pro
grams are available: The Studio Maintenance and Trouble
shooting Workshop, and The Music Video Production Sem
inar. In addition, students can earn a Bachelor of Music/
Commercial Music degree through the Workshop's associ
anon with Capital University, Columbus, Ohio.

ROSE STATE COLLEGE

6420 S.E. 15th St., Midwest City, OK 73110
(405) 733-7380, 733-7426

Chief Administrator: Craig White

Program: Introduction to Recording

JAMES J. RUBINO

2524 Portage Mall, Portage, IN
(219) 762.3169

Chief Administrator: James Rubino, Jr.

JuLy 1986

JULY 1900

ST. MARY OF THE PLAINS COLLEGE

San Jose Dr,, Dodge City, KS 67801

(316) 225-4171

Chief Administrator: Stephen Bovendam. Bill Chnsty
Program: Bachelor of Science in Music/Business

SOLID SOUND RECORDING STUDIO
2400 W. Hassell Rd. Ste. 430

Hoffman Estates, IL 60195

(312) 882-7446

Chief Administrator: Judd Sager
Program: Recording Engineering

SOUTH PLAINS COLLEGE

1401 College Ave., Levelland, TX 79336

(806) 894-9611, x271

Chief Administrator: Randy Ellis

Program: Sound Technology. South Plains College’s two
year sound technology program awards an associate in
applied science degree. The program trains students 1n
recording engineering, sound reinforcement, scund and
recording equipment repair and maintenance. Facilities
feature a scientifically designed contro! room and Waylon
Jennings Recording Studio, a 16-track studio with the latest

MCI multi-track, 18-channel console and 2-track. On-line
this year 1s a new 8-track mobile recording studio with
8-track Tascam gear and SMPTE synchronizer for video;
and (2} 4-track studio learning modules Studio 1s fully
equipped with other professional gear. Courses taught in
fall and spring. New music video studio under construc
tion. For information, contact South Plains College at the
above address.

SOUTHERN OHIO COLLEGE

Broadcasting Dept

1055 Laidlaw Ave., Cincinnati, OH 45237

(513) 242-3791

Chief Administrator: Gordon S. Johnson

Program: Two-year Associate degree w/emphasis on
hands-on learning of video and audio production skills
Accredited by North Central Association of Colleges and
Schools and by Association of Independent Colleges and
Schools. Video equipment includes Hitachi Z 31 cameras,
Grass Valley 100 switcher, Convergence 195 editor w/AB
roll and SMPTE time code. New audio labs are in the
planning stage to include audio chasing video and audio
for video sweetening. Fall quarter begins September 29
1986

masters of midi...

Roland SDE 2500

Prophet 2000

Emulator I

AMKA
el
2= .
e ——

i
SGERIYOR,

-

Amiga

Tascam 48

Lexicon PCM 70

» Over 300 product lines in stock

» Courteous, knowledgeable sales staff
» Competitive prices

 Full rental & repair service

* We arrange financing

We specialize in helping studios and musicians design the most powerful
MIDI systems available today. We've got the keyboards, computers,

software, electronic drums, signal processors, MIDI guitar systems, MIDI
bass systems and all the accessories to put it together.

*

360 Newbury St., Boston, MA 02115

(617) 437-1815
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AUDIO MEANS
BUSINESS

Do you know??? —that Five
Towns College has the
Metropolitan areas premier
audio recording program
which combines the study
of studio techniques with
business management.

24 track studio

mixing

state of the art technology
production techniques
studio business procedures
audio equipment
maintenance

® trouble shooting

FIVE TOWNS COLLEGE

2165 Seaford Ave. é G0
Seaford, N.Y. 11783 Q‘i%;
(516) 783.8800

Circle #051 on Reader Service Card

AUDIO TECHNOLOGY

RECORDING SERVICES
AND CLASSES

16-, 8-, 4-, and 2-Track
Recording Studios

Moog and Computer
Synthesizers,
and Sampling

Bachelor of Science in
Audio Technology, or
classes can be taken in
a non-degree program

Call Prof. Gibian or
Prof. Segnan
885-2743

Iﬁm

WASHINCTON DC

An equal opportunity afirmative action university
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ESU

Dept. of Educational Communications & Technology
Rosenkrans Hall, E. Stroudsburg, PA 18301

(717) 424-3737

Chief Administrator: Terry Gttel

Program: B.S in Media Communication & Technology

EVERGREEN RECORDING ARTS AND

SCIENCE SEMINARS

1373 McLaughlin Run Rd,, Pittsburgh, PA 15241
(412) 221-2737

Chief Administrator: Thomas J. Kikta

Program: Evergreen offers a vanety of courses dealing
with recording arts and science. The three formats are: a
25-hour course dealing with basic recording theory and
techniques, a 45-hour course geared for college commum
cations and music majors, and a 150-hour course struc
tured as a tull-ime seminar for preparation as a secondary
engineer. All courses emphasize hands-on training in pro
tessional, fully-equipped 8-, 16-, and 24 -track studios. Sub
jects include physics of sound, acoustics, transducer
theory, music theory, microphone placement, console
routing. tape recorder theory and operation and signal
processing. College credit 1s oftered through Duquesne
University

FERRUM COLLEGE

Dept. of Music, Ferrum, VA 24088
(703) 365-2121 x 340

Chief Administrator: Wayne A. Nelson
Program: Audio Engineenng/Production

FITCHBURG STATE COLLEGE

Dept. of Communications

160 Pearl St., Fitchburg, MA 01420

(617) 345-2151

Chief Administrator: Gunther Hoos

Program: Specializations in video, film, photo, graphics

FORT VALLEY STATE COLLEGE

State College Dr., Fort Valley, GA 31030
(912) 825-6212

Chief Administrator: Luther Burse
Program: Mass Communications

FULL SAIL CENTER FOR THE RECORDING ARTS
660 Douglas Ave, Altamonte Springs, FL 32714
(800) 221-2747, in Florida (305) 788-2450

Chief Administrator: Larry "Cap” Spence

Program: Full Sail offers seven training programs in the
music/video fields ranging in length from two weeks to
one year. The courses are: Recording Engineering, Ad
vanced Recording, Sound Reinforcement and Remote Re-
cording, Studio Maintenance and Trouble-shooting, Mu
sic Video and The Music Business. Each course 1s an
intensive program emphasizing a practical, hands-on ap-
proach, excellent student to instructor ratios, and training
by current professionals in state-of-the-art facilites. The
one-year Comprehensive Course consists of all six work-
shops listed above, internships and class projects spon
sored by Full Sail, plus personalized assistance with job
placement. Prerequisites: inquire. Licensed by Flonda State
Board of Independent Postsecondary Vocational-Techni-
cal, Trade and Business Schools, #414

GEORGIA STATE UNIVERSITY

Dept. of Commercial Music/Recording of the College
of Public and Urban Affairs

University Plaza, Atlanta, GA 30303

(404) 658-3513

Chief Administrator: Carter D. Thomas

Program: The Dept. of Commercial Music/Recording of
fers training that 1s both academically sound and respon

sive to the industry needs. Students may pursue either an
Associate of Science degree or a Bachelor of Science
degree in the held of commercial music/recording with a
concentration in business or recording/production. (The
program has a 24-track recording studio.) A student may
complete an A.S. degree and transfer directly to the B.S
degree program. These programs have won widespread
support in the music industry and a vigorous endorsement
by the National Academy of Recording Arts and Sciences.
Day and evening classes oftered Telephone or write

HILLSBORO HIGH SCHOOL

Nashville Metro Schools

3812 Hillsboro Rd., Nashville, TN 37215
(615) 298-8400 x36

Chief Administrator: Vic Gabany
Program: Recording

HUMPHREY OCCUPATIONAL RESOURCE CENTER
Boston Public Schools

75 New Dudley St., Boston, MA 02115

(617) 442-5200 x530

Chief Administrator: Joseph Moscarnitolo

Program: Audio-Television Production Students are
trained to use television cameras, video and audio tape
machines to produce their own programs. They learn to
setights effectively. mix different sound systems, and edit
tapes for final productions. Students explore techniques of
camera movement and remote location production. They
may also gain on-the-job training through internships prior
to completion of thisone to three year program. The tacility
consists of 30 x 60 foot television studio equipped with (3)
Hitachi FP60 cameras, an 1S] 902 production switcher,
and a Systems Concept Q7 character generator Three
editing suites have Sony 2860 and 5850 decks with Con
vergence ECS 90 and Sony RM 440 controllers. The audio
studio has a 16 x 8 NEOTEK console, Otarn 8-track and
TEAC 4- and 2-tracks. Qutboard equipment includes the
Juno 106 synthesizer, and Oberheim DMX drum machine

INSTITUTE OF AUDIO RESEARCH
New York, NY

INSTITUTE OF AUDIO RESEARCH

64 University Pl, Greenwich Village

New York, NY 10003

(212) 677-7580

Chief Administrator: Philip Stein, Albert B. Grundy,
Minam Friedman

Program: Full nine-month program in recording engi

neering including: recording, mixing, studio technology,
use and interface of outboard gear, post-production edit

ing, signal processing, analog and digital circuit construc

tion, and professional internships at studios in and around
New York City. The Institute features an automated 24

track console and two control rooms/ studio complex re

served exclusively for student use. The Institute also offers
short courses in such subjects as: MIDI for Engineers and
Musicians, Audio Sweetening for Video, Basic Audio
Maintenance and Digital Audio Systems. In addition to the
Multi-track Recording Program, the Institute gives a one

year program in video technology for training mainte

nance and repair technicians for the professional video
industry. You may start the Institute any of four times a
year January, March, June or September. The Institute 1s
fully hcensed and accredited. Financial aid 1s available for
those who qualify. Tuition varies by program and course.

JERSEY CITY STATE COLLEGE

Margaret Williams Theater

2039 Kennedy Blvd., Jersey City, NJ 07305
(201) 547-3441

Chief Administrator: Joseph Musco

MIX VOL. 10, NO. 7



0000 REBELS SEIZE
MAJOR NYG HOTEL

it on your Visa, MasterCard, or American Express Card. To register, call
212-722-2115, Telex 6971684FUNK, or Fax 212-289-3708.

Fly TWA to NMS7 and save 45% off standard coach fare, 5% off SuperSaver
and Apex fares. Call toll free 800-325-4933. In Missouri 800-392-1673. In St. Louis
314-291-5589. When making your reservation, give the NMS7 account #: 9910157,

European registrants should act now to take advantage of special low
cost NMS7 charter flights form London. Contact Platinum Travel, London—
01794 0166/1051.

5000 of the world's most tal d and ful misfits, troubl kers,
revolutionaries, mal movers and shakers from the cutting edge of
modern music have brazenly commandeered the Marriott Marquis in Manhattan.
From July 13 to 16, they'll be reviewing the pastyear’s upheavals in the music
business, and planning a new series of outrages. Their latest plan for world
domination is revealed below. You'd better register now even if you're a defender
of the status quo-—after all, don’t you want to know what's going to happen next?

It's only $225 dollars to join the revolutionary forces, and you can charge

Hobert Levy—France
Jay Strongman—UK
Steve Walsh—UK

INTERNATIONAL TALENT AND
BOOKING—Steve Hedges (The Station
Agency UK}—Mod

SUNDAY, JuLY 13
12:00 PM REGISTRATION OPENS

2:00PM BATTLE OF THE DJS & MCS, Chnis Hill—UK
PRELIMINARIES Herman Scheurmans—VZW Altsien Danny Pucciarelli—US/UK

5:30 PM SONGWRITERS- 81/l Flanagan Se'g'ué“ — Peter Rueger G . Chnis Sheppard—Canada
{Musician Magazine}—Mod eter Rieger—Peter Rieger Concerts URBAN/POP CROSSOVER—N\od
Don Dixon - Germany to be announced
Jim Steinman m in—Manager J'a'? E"i”efEMA Telstar, Scand Larry Berger—WPLJ, NY

lala Tony Gray—WRKS, NY

Marshall Crenshaw Starley Jord Atain Lahana. S Keith Naftaly—KMEL, San Francisco
POP HADlO- J j0t (CBS A [

Jules Shear - 8:00 PM SHOWCASE et

wsanzmxzns CraigKosuch R L‘é’é&%’i‘#ﬁ’&k’"’&‘iﬁ‘f“ﬁi ‘ 11:00 PM SHOWCASE. A1

(rma.TELB.T»S‘.}._.MSd... d White—WXKS, Boston !BP'qcv Steinguti—Maod

Jim Morrison—940Q, Atlanta ts to be announced

MARKET SURVEY: UK, Germany, 12:30 PM lunch Break

France & Benelux RATE A RECORD- -Haoui Montaug—
Panelists 10 be announced Mad

VIDEO PROGRAMMING- -Mitche Jellypbean—Producer/DJ

Rowen (CVC Video Report}—Mod Peter Reichardti—Warner Music UK
Stuart Samuels—ATI Video Mad Max—381X, San Diego

Ceha Hirschman T —~—WDAS, Philadelphia
Bette Hisiger

WEDNESDAY, JULY 16

9:00 AM RECORD DEAL WORKSHOP
Don Friedman (Grubman, indursky
etal —Mod
Kendall Minter
Mark Trlling—Slash
PUBLICITY WORKSHOP- -Raleigh
vmsxev(Ra\e:gn Group—Mod
Susan Koontz—MCA

AMERICAN ROCK INDEPENDENTS
Bill Horwedel (Mb/3}—Mod

Paul Stark—Twan/Tone
Spaceman—SST

Steve Sinclair—Relatwity

Chuck Warner—Throbbing Lobster
fred Bestall—Big Time
INTERNATIONAL MEDIA

Hans Kruger—Mod

Vis-Ability

9:00 AM REGISTRATION OPENS
10:30 AM KEYNOTE ADDRESS-
Rob Dickins (WEA UK) &
Tony Berardini (GM, WBCN)
2:30 PM A&R—Joel Webber (Island—Mod
Benny Medina—Warner Bros
Caral Wilsan—Polydor, UK
Mark Deane—MDM, UK
Geoff Trais—Rough Trade, UK
Dick Wingate—Polygram
Sergio Munzhai—Motown

ommy Bo Carol Ra TheP
Kaz Utsuomiya—Ten, Japan ) Sl -
Lothar Menntzhagen—EMI, Germany Anita Sarko—DJ Howgvd Bloom—HBA
Herman Van Laar—Himalaya, Benelux p Howard Thompson—Elektra Ken Reynolds
Frank Marstokk—Mega, Denmark 0g 151¢ 2:30PM MANAGERS  Ed Rosenblati—Mod ~ 11:00 AM PRODUCERS  Nancy Jeff
ga, 7:30 PM WOMEN IN MUSIC MEETING Huioo Burrh e Shriokback {A&MI—Mod
Neil Ferret—Ferret, UK 5 A ugo Burnham—Shriekbac
Bob Elms—Face/Times, UK WGl Enc Gardner—Panacea Rt
MUSIC/FILMAVI 8:00PM SHOWCASE The felt Forum Charles Stettler—Tin Pan Apple Sly & Robbie
Rosemary Carroll—Phillips, Nizer, et al 11:00 PM SHOWCASE- - The Saint NIGHTCLUBBING- Rudol (Palladum/ Keith Diamond
Bert Berman—Unwversal ’ QOancetenal—Mod T-Bone Burnett
Brian Loucks—CAA Philip Salan—Mudd Club, UK l’EFAkW)!EArAdL Mike Bone
: > Jerry Girard—DV8, § ektra) o
9:00PM WELCOME PARTY- 11 Palladum  yuespAY. JULY 15 _— Mano Oier—Vertigo, LA Pwmcu,g.ﬁpm_m“ n
9:00 PM TALENT AND BOOKIN | eter Menscl anager
MODNDAY, JULY 14 WORKSHOP. Frank Riley M ey o Th Bran Slagel—Metal Blade

Walter 0'Bnen—C(

Ben Lesmer—Circus Magazine

veland Geotf Barton—Kerrang

Dave Mustane-—Megadeath

VIDEO DIRECTORS AND

PRODUCERS- KnsP --Mod

Panelists to be announced

MARKET SURVEY: Australia, Japan,

Clnlda Italy & Scandinavia
Panelists to be announced

Mark Pratz—Lunch Money

HHVTHM RADIO M
Lyn Tollver J.?&V C
| ee Michaels—WGCI, Chicago

Ron Atkins—KMJQ, Houston
Sylvia Rhone—Atlantic

Ronnie Jones—Capitol
BREAKING RECORDS AT RETAIL
Tom Silverman {Tommy Boy}—Mod
Panelists to be announced

JoeNlckPaloskl '.1anager
David Ayers—Twin/Tone
MERCHANDISING WORKSHOP
Elliott Hoffman (Beldock, Levine &
HoﬁmankMod

Madsson Square Garden

Danny Beard—DB Rab Frank couzcz RADIO—Nark Josephson DANCE MUSICISSUES  Stephanie
PRESS Bol Guccione, Jr (Spink—Mod  11:00AM INDEPENDENT LABELS Mod 10b 3 Shephe:d(UanceMusscReponF Mod
Panelists o be announced announce N Bran Cl in Billbe

NEW AGE— Jonathan Rose Steve Gottheb W t;w er—Warner Bros

Alami/Ft Lauderda

5:30 PM TALENT AND BOOKING.
Jetf Rowland {ICM}—Mod
lan Copeland—FB

Bill Nowhn—Rounder
Jean Karakos—Celluloid
Will Sokolov—Sleeping Bag

{Gramawvision—Mod
Steve Backer—RCA

Vera Brandes—Verabra 2:30PM BATTLE OF THE DJS AND MCS,

5:30 PM

Barrie Bergman—Record Bar

Pat Monaco—Landmark

Barry Fey—Feyhine

FINALS

— STARMAKERS—Raleigh Pinskey Rob Light—CAA BRITISH INDEPENDENTS- Ruth
jgnncig?r?g"—a\r/‘nalfggdy {The Raleigh Grouph—Mod John Sgchcr -—Monarch Entertainment Polsky (Suss, Ltd —Mod
Lee Abrams—Burkhart/Abrams Merle Ginsberg—Rolling Stane RECORD DEAL MOCK Panelists to be announced
AMILLION DOLLARS WORTH OF Frank Radice—CNN NEGOTIATION-Stu Siifen- Mod PUBLISHING WORKSHOP
MISTAKES. - Tom Sifvermar aFurton [ i” P"u”' Steve Ralbovsky—CBS Mod & panelists to be announced
{Tommy Boy—Mod y Smith—Ent t Jonathan Haft—Chrysais MUSIC ANR §0FIAL cuAvycz
Henry Stone—Sunnyview fichard Leher—Mutchell, Silberberg & v echter {0, uﬁ‘ o
Bruce Iglauer—Alhgator Knupp ounced

Alan Rubens—Omn Records
INDIE'MA.JOR FACE OFF—Rick Dutka

W XF'T (
Denis McNamara—WLIR, NY
Oedipus—WBCN, Boston

Ted Green—Palygram
INTERNATIONAL DJS- - Jame

Hamilton {(Recard Mirror/Music

8:00PM suowéAsz

5:30 PM AﬂTISTS*Géry Gersh {Geften}—Mod

o0 be announced
Felt Forum

{Tommy Boy}—Mod ) .
Dave Berman—Warner Bros Chnis Miller—KRQR, San Francisco Weekl—Mod 11:00 PM SHOWCASE Ritz
Dave Marsh—Rock & Roll Confidential

These are only partial listings. Full listings of all lists and will be d shortly.

“WTHE NEW MUSIC SEMINAR JULY13-16 NYC 212-722-2115

1747 FIRST AVENUE, NEW YORK, NY 10128 @ TELEPH ONE: (21 2) 122 215 @ TELEX: GS‘HS“FUNK FOR MARKETING AND PﬂOMOﬂONAL INFOHMA“ON CALL MARGARH LO CICERO
EUROPEAN CONTACTS: Walter Holzbaur, Wintrep Music, M s

JULY 1986
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COMPUTERS
MIDI SOFTWARE

*SEMINARS *INSTRUCTION
*SYNTHESIZERS

FOR A FREE CATALOG PLEASE CALL OR WRITE:

MUSICAE

1206 BAY RIDGE AVE.
B'KLYN., N.Y. 11219
(718) 680-5500
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... When
capturing the
music
counts.

Lebanon Valley College
Annville,

Pennsyivania

(717) 867-6100
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JTM WORKSHOP OF RECORDING ARTS

Box 686, Knox, PA 16232

(814) 797-5883

Chief Administrator: Frank T Battista

Program: The JTM Workshop ot Recording Arts s located
[-80. Exat 7, i scenic Northwestern Pennsylvania, mid

way between Ene and Pittsburgh. It features eight five

i

ack o upr

fors dare sucersst rformers/ca ne ol

KLPI.FM RADIO TECH

900 Gilman St, Ruston, LA 71272
(318) 257-4852

Chief Administrator: Dan Hester

LEBANON VALLEY COLLEGE
College Ave., Annville, PA 17003
(717) 867-6200

Chiet Admmlstrator John) Uh

Program: The Sound Recc rdin chnology program at

er science, business admimistrahon, and selected course:

LONG ISLAND UNIVERSITY

Dept. of Media Arts

1 University Plaza, Brooklyn, NY 11201
(718) 403-1052

Chief Administrator: Joseph W Slade

LOYOLA UNIVERSITY COLLEGE OF MUSIC
6363 St Charles Ave, New Orleans, LA 70118
(504) 865.2773, 865-3750

Chief Administrator: Sanford Hinderlhie
Program: Recording seminar

MacCOLL STUDIO FOR ELECTRONIC MUSIC
Brown University, Providence, RI 02912

(415) 863-3234

Chief Administrator: Andrew Schioss

Program: Computer Music Study

JAMES MADISON UNIVERSITY

Dept of Music, Harrisonburg, VA 22807
(703) 568-6197

Chief Administrator: Richard Barnet
Program: Music Produchon & Engineering

MARYWOOD COLLEGE

Dept of Communication Arts, Scranton, PA 18509
(717) 348-6209

Chief Administrator: George Perry

Program: Major in Radio Telewvision leading to B A

MEMPHIS STATE UNIVERSITY
Music Dept, Memphis, TN 38152
(901) 454.2559

MEMPHIS STATE UNIVERSITY
Memphis, TN

Chief Administrator: Larry Lipman
Program: Commercial Music Bachelor of Fine Arts in

JSt

I idents with a bal
cesstul professionals achively working in the music indus
iry. and dedicated, experienced educators wnlh a brond
knowledge of

1nce between suc

A A, NS, RPN
me-nt providing students with dlverse|nl«>ln§h|poppor1um
ties CMUS students can become mmvolved in the Univer
sity’s own production and publishing companies. Enroll
mentis himited and based on selective: procedures

MIAMI SUNSET SENIOR HIGH SCHOOL
Dade County Public Schools

13125 S.W. 72 St., Miami, FL 33183

(305) 385-4255 %248

Chiet Administrator: Daniel Sel

Program: Sunset oifers a three year curnculumin telev

ing) Students in TV work 11
with ¢

reinforc ement equipment These Programs are open toall
full hme students in the

MIDDLE TENNESSEE STATE UNIVERSITY

Box 21, MTSU, Murireesboro, TN 37132

(615) 898.2300 %2813

Chief Administrator: Geoltrey Hu

Pro grun. Recording mduﬂry Mnnum ‘ment “.ls tour

artist career development, merchandising of recordings,
promohon and publu y. studio admml-;lmllon dnd others
ol 1 oenagi

It prepare ts forentry leve

| studio

music and

through other de:pariments

MUSIC BUSINESS INSTITUTE

3376 Peachtree Rd. N.E, Atlanta, GA 30326
(404) 231-3303, 1-800-554-3346

Chief Administrator: Mert Paul

Program MJSIC Entertainment llkln(l(lf menl The Musu,

pletionin fall of 1986 are new audioar deor
facihties. These lamhhes will be used Irvr hands on instruc

tion nnd Lommercml prmects The Music Busmess Inshitute
oy the Sou 'iv

Association ot Colleges and

1S a¢

and information
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MUSICATION

1206 Bay Ridge Ave., Brooklyn, NY 11219

(718) 680-5500

Chief Administrator: Ins Hershenson

Program: Musication ofters seminars and in-depth ses
sions on computer, MIDI, technology. Topics include: Ha
nessing the Power of MIDI, Sequencing and Orchestrating

via the Computer, Digital Sampling, Exploring Printing/
Sequencing & Performance, Software Equipmentinctudes

Id‘nd, Korg, Ensoniq, Casio, Akat; the latest MIDI soit

more information and/or a free catalog of products and

NEW YORK UNIVERSITY

Dept. of Arts Administration

East Bldg. Ste. 300, Washington Sq

New York, NY 10003

(212) 598-7791

Chief Administrator: Richard L Brodenck
Program: Music Business and Technology A four-year

bachelor of s e deg cb c

Liftin, President Regent Sound; Jeffrey Graubart, music

NICKEL RECORDING

168 Buckingham St , Hartford, CT 06106
(203) 524-5656

Chiet Administrator: Jack Stang
Program: Modern Recording Techniques

NORTH CAROLINA A&T STATE UNIVERSITY
Laboratory Animal Science Learning Resources
105 B.C. Webb Hall, Greensboro, NC 27411
(919) 379-7635

Chiet Administrator: Alfreda Webb

THE OMEGA STUDIOS’ SCHOOL OF APPLIED
RECORDING ARTS AND SCIENCES

Omega Recording Studios

5609 Fishers Ln., Rockville, MD 20852

(301) 946-4686

Chiet Administrator: Bob Yesbek

rogram: Omega Studios offers four curncula in prote:

ing studios The intermediate program 1s also eight weeks

Omega Studios advanced programsten weeks long and

MIDI interface, audio tor vid nterlock and orchestral

sroduces and voice-overs an advertising nngle. This pr

are approved by the Maryland State Board for Higner
Ec the Vete Admur ] > available

ow

PEABODY INSTITUTE OF THE

JOHNS HOPKINS UNIVERSITY

1 E. Mt. Vernon PI,, Baltimore, MD 21202

{301) 659-8136

Chief Administrator: Alan P. Kefauver
’rogram: Bachelor of Music, Recording Arts and Sa
nces The Peabody Conservatory of Music and the Johns

T ngin

annually at Peabody In addition, students will take courses
reading, sensory communication and electronic music in

kins and the standard curriculum leading to a Bachelor of
A
1

PRESBYTERIAN SCHOOL OF CHRISTIAN
EDUCATION

Graduate Center for Educational Ministry {Video Edu-
cation Center)

1205 Palmyra Ave., Richmond, VA 23220

(804) 359-5031

Chief Administrator: Heath K Rada
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Take Your First Step
Toward A Career
In The
Music
Business

/—mﬂeleclive. two year training program

e Five campruses throughout North America

e Current theory mixed with practical hands-on training
® Modern state-of-the art 24-track recording studios

e All classes taught by qualified, working professionals
e Job placement assistance

For a free brochure

CALL 213-467-6800
)
@.) TREBAS INSTITUTE CF RECORNING ARTS
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CAREER STUDY IN ATLANTA
OR FORT LAUDERDALE:

Learnmusic
video and
recording

studio
production

...andmuch

more!

The Music Business Institute
offers you professional training in all
phases of the music industry. Learn
video/concert/recording studio pro-
duction, artist representation/man-
agement, promotion/marketing, pub-
lishing/copyright law, much more.
Acquire important career skills and
techniques from a faculty of experi-
enced industry professionals. Em-
ployment assistance and financial aid
available,

Free career booklet:

call 800-554-3346.

I prefer [JAtlanta [JFort Lauderdale
Name

Address
City State Zip
Phone C ) yr. H.S. grad.

THE MUSIC
BUSINESS INSTITUTE

3376 Peachtree Rd.; Atlanta, GA 30326
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Technical Community College

The Audio Recording program at NTCC 1s one
of the few creative audio degree programs in the
US offering etther an Associate of Arts or an
Associate of Applied Science degree

NTCC students benefit from hands-on expe-
nence using professional equipment in 24, 16,
and B channel configurations The program's pro
fessional recording facilities include a new con
trol room. six 150 rooms. a concert slage and a
sound studio

Students in the Audio Recording program
study and practice skills in a recording studio
environment while working towards an associate
degree Ediing, session set-up, control room set
up and layout, microphone placement, basic
room acoustic analysis, and studio operations are
all part of the program Interest and ability in
music, as well as basic math and science, are
brought together in the field of audio recording

Northeast Technical Community College
801 East Benjamin Avenue

P.O. Box 469, Norfolk, NE 68701

Phone: (402) 371-2020

See Schoo! Listings
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QUINNIPIAC COLLEGE

Dept. of Mass Communications
Hamden, CT 06518

(203) 288-5251 x405

Chief Administrator: Raymond Foery

ROSS CREATIVE MUSIC

S1 Barton Pl., Port Chester, NY 10573

(914) 939-0317

Chief Administrator: Mark A Ross

Program: Learn the synthesizer (Korg, Roland, Yamaha
DX7 and others) in just a few lessons. Also learn program
ming, 4-track recording, and mixing. Taught by expen
enced professional in fully-equipped Westchester studio
Reasonable rates. Call Ross Creative Music.

RUST COLLEGE

One Rust Ave., Holly Springs, MS 38635
(601) 252-4661

Chief Administrator: Sylvester W. Oliver, Jr
Program: Music Media

SANTA FE COMMUNITY COLLEGE

3000 N.W. 83rd St., Gainesville, FL 32602

(904) 395-5224

Chief Administrator: Ron Slawson

Program: Introduction to Multi-Media Communications

SELECT SOUND STUDIOS

2315 Elmwood Ave., Kenmore, NY 14217

(716) 873.2717

Chief Administrator: Richard G. Bauerle

Program: Recording Workshops |, 11, and 111 (Music 250
and Music 350, State University of New York)

SOUND LABS, INC.

School of Recording Technology

5808 Columbia Pike, Bailey’'s Crossroads, VA 22041
(703) 820-2025

Chief Administrator: Roy E. Blair

SOUTHEASTERN LOUISIANA UNIVERSITY
Hammond, LA 70404

(504) 549-2184

Chiet Administrator: Robert Priez

Program: Analog. Digital and Computer Synthesis

STATE UNIVERSITY OF NEW YORK, FREDONIA
Mason Hall, Fredonia, NY 14063

(716) 673-3221

Chief Administrator: David Moulton

Program: Sound Recording Technology. A umque four
year academic program offering hands-on expernence in
a 24 track recording studio. Students produce album re
cordings using an MTR-90 MKII 24-track recorder, Lexi
con 224X/LARC digital reverberation unit, MC] console
SMPTE interfaced MIDI synthesizers, automated mixdown,
etc. Courses include basic electronics, acoustics, comput
er science and music, as well as 22 credit hours of sound
recording technology studies. The program, begun in
1975, teatures a senior internship and 95 percent job
placement atthe second engineering level in the industry
Graduates are awarded a B.S. degree in Sound Recording
Technology

TIDEWATER COMMUNITY COLLEGE
Virginia Beach Campus

1700 College Crescent, Virginia Beach, VA
(804) 427-7100

TROD NOSSEL RECORDING STUDIOS

The Recording Institute of America

10 George St., PO. Box 57, Wallingtord, CT 06492
(203) 269-4465

UNIVERSITY OF HARTFORD

Hartt School of Music/Sound Technology

200 Bloomfield Ave., Westhartford, CT 06117
(203) 243-4498

Chief Administrator: Donald Harns, David Budnes

UNIVERSITY OF LOWELL-COLLEGE OF MUSIC
Lowell, MA 01854

(617) 452-5000

Chief Administrator: William Moylan

Program: Sound Recording Technoiogy. Studies lead te
the Bachelor of Music' emphasis in SRT degree, a minorin
SRT 1s also available for E'ectrical Enjineering majors
Course sequence incluces recording production, audiz
theary, audio industry, videc, electonic music, music sore
mathematics, physics anc elactncal eng:neenn 3 Facilities
inclnde mulh-track recording studid, 2-track recording
sturho, editing studio, video studio, electronic music studio
maintenance tacibty and sound remforcemen:. The se
quenceof nine SRT courses culminate 1n an internship at a
prefessional recording stuadio, TV or radia station, pro audio
or sound reinforcement comnpany. ot a video house.

.u.%}.‘ Nkl Sale .—:Jr
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UNIVERSITY OF MIAMI-SCHOOL OF MUSIC
Corul Gables, FL

UNIVERSITY OF MIAMI-SCHOOL OF MUSIC
Coral Gables, FL 33124

(305) 284-2439

Chief Administrator: K2n Pohlmann

Program: The Music Engineening program at the Univer
sity of Miam offers a four-year Bachelor of Music Eng
nearing degree, with a minorin Electrical Engineermgq. as
w=l as a two-year Master of Music Engineering degree.
Ciurses in the undergraduate curniculum inciude recosd
1mg engineerning, dig:tal auelio, acoustics and studio design,
sturho maintenance, videc productior, film scoring. com
puter programming, circu't theory, music busness, mus:c
theory, arranging, and performanee The gseudate cur
niculum includes study in advanced digital ardio, vid=o,
psvchoacoustics. progian.ming, hardware design, and a
research thesis. The principle recoiding studie houses an
a';:omated MCI 528 conscle, MCI 24- and 2-track record
ers, 3M 4.1rack digital recorder, Mitsubishi digital record-
e-.dbx digital audioprocessor, Aucio Kinetics synchrer
zation system, Sony % ineh video re orders, and a Syn-
clevier. Qur graduetes have engineered gald and plah
num, and Grammy-winning albums.

UNIVERSITY OF NORTH ALABAMA

Florence, AL 35632

(205) 766-4100 x361

Chief Administrator: James K Simpson

Program: Commerciad Music, B.A., B.S. degree. A four
y=ar program desiqned for the individual who wants to
learn the business end cf the musi: industry. Specitic
commercial music courses include: music puklishing, the
r2cord company | and Il studio techniques, producaan
and commercial music practicum. A prescribad business
mnor of 24 hours 1s ircluded as part of this program
Scuthern Association of Colleges and Schomls accreds
tation

UNIVERSITY OF NORTH CAROLINA AT ASHEVILLE
Music Dept.

Ome University Heights, Asheville, NC 28804

(704) 258-6432

Chief Administrator: Wayne ] Kirby

Program: Four-year B.S. degree in Music w'th Audio En
gmeerning Technolegy. Technical and non-:echnical re-
cording (analog aud digital), praduchion, maintenance,
dignal synthesis ard sigsal processing. Also MIDI, com
putenzed music trenscniption, conrses in a‘ranging, :m
provization, studio perfosmance, ané music industry In-
dustry internships available to quahhed students. $3'36/
semester (In-state residents); $1,647/semester (out-of-state
sesidents

PHILIP J. WEAVER EDUCATION CENTER

300 8. Spring St., Greensboro, NC 27401

¢919) 378-1900

Chief Administrator: Gerald Austin

Program: Electromc music course for high school juniors
and seniors
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OUTSIDE U.S.

CAPILANO COLLEGE

2055 Purcell Way, North Vancouver, BC,
Canada V7] 3HS

(604) 986-1911 x249

Chief Administrator: Peter Thompson
Program: Media Resources

CHOPIN ACADEMY OF MUSIC
Sound Recording Facility

Okolnik 2 00-368, Warsaw, Poland
277241-83/277247

Chief Administrator: Maria Lipiec

COLUMBIA ACADEMY OF RADIO, TV AND
RECORDING ARTS

Sth Fl. 342 Water St., Vancouver, BC, Canada V6B 1B6
(604) 688-8621

Chief Administrator: Terry W. Nutt

1.C.A. INSTITUTE OF COMMUNICATION ARTS
Unit 12.12840 Bathgate Way, Richmond, BC, Canada
(604) 278-0232

Chief Administrator; Shannon Barker, Niels Hartvig-
Nielsen

Program: L.C.A. offers two-year programs in Audio Engi-
neering/ Production, Video Production and Commercial
Music Pertormance. These programs include 700 studio
hours (taught 1n groups of two and three) and 400 theory
hours. Part-time studies are available in: Audio Engineer-
ing/ Production, Video Production, Electronic Music, Zn
tertainment Business, Sound Reinforcement, Music Theory
and Arranging, Dance for Contemporary Musicians, Pni-
vate Instrument Study, Communications, History of Pop
Music. .C.A. has six recording facilities, a video and hive
sound studio and electronic music lab. Financing availa-
ble. For more information, contact the Otfice of the Regis-
trar.

LYDSKOLE, A.S. NORSK

Post Boks 9215, Vaterland, 0186, Oslo 1, Norway
(02) 42-58-71

Chief Administrator: Robert Jorgensen

McGILL UNIVERSITY

Faculty of Music

555 Sherbrooke St. W, Strathcona Music Bldg.
Montreal, P.Q., Canada H3A 1E3

(514) 392-5776

Chief Administrator: Wieslaw Woszczyk

THE NOVA HEART WORKSHOP PROGRAMS

175 Hammersmith Ct.

Burlington, Ont., Canada L7L 4N4

(416) 634-2657

Chief Administrator: Nelson Gareau

Program: Nova Heart ofters workshop programs in re-
cording and video. Courses are all hands-on expenence.
Practical skills are encouraged. Qur motto:s “You learn by
doing.” No prerequisites are required. Develop your skills
and extend your knowledge by being taught by profes-
sionals who make their living in the music business. m
Henderson. a graduate of Berklee College in Boston han

dles the audio programs. Nova Heart offers U.S. residents
an extensive full-ime program including accommoda

tions. For further information wnite lo the above address

ONTARIO INSTITUTE OF AUDIO

RECORDING TECHNOLOGY

500 Newbold St., London, Ont., Canada N6E 1K6
(519) 686-5010

Chief Administrator: Paul Steenhuis

PAPANTONOPOULOS

6 Veranzerou St., Athens 10677 Greece
3616131

Chief Administrator: Athanasius Palos
Program: Cinema and TV school

RECORDING ARTS PROGRAM

28 Valrose Dr., Stoney Creek, Ont., Canada L8E 3T4
(416) 662-2666

Chief Administrator: Nick Kela

Program: Qur program provides individuals with an op-
portunity to develop practical skills in the recording arts.
Theoretical instruction, music business seminars, and com-
puter music studies are cntical components of our program.
However, the entire course revolves around developing
the student’s ability in the recording environment. Students
enjoy full access to a complete multi-track studio and
computer music studio. The course curnculum allows in
dividual concerns to be addressed. As well, students may
choose recording engineering or music production as
their major. For more information please call or write.
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SCHOOL OF AUDIO ENGINEERING

Sydney—420 Elizabeth St. Surry Hills, New South
Wales 2010 Australia

(02) 699-7932

Melbourne—80.86 Inkerman St., St. Kilda, Victoria
3182 Australia

(03) 534-4403

Adelaide—263 N. Terrace, Adelaide, South Australia
5000 Australia

(08) 223-3538

Brisbane—22 Heussler Terrace, Milton, Queensland
4064 Australia

(07) 369-8108

Perth—44 Wickham St., East Perth Western, Australia
6000

(09) 325-4533

Mid-Coast—3/11 Cook Dr., Cofis Harbour, New South
Wales 2400 Australia

(066) 52-8934

London—89-97 St. John St., London E.C.1 England
(01) 608-2420

Manchester— 10 Tariff St., Manchester M1

(061) 228-1749

Muni¢h—Weinenburger Str. 19 R.G.B., 80-Munich 8000
(089) 48 3117

Chief Administrator: Tom Misner, Steve DeFina
Program: One-year diploma course

TREBAS INSTITUTE OF RECORDING ARTS

1435 Bleury St. Ste. 301

Montreal, Quebec, Canada H3A 2H7

(514) 845-4141

Program: Record Producing, Sound Engineering, Music
Industry Management, Music Video Production. Two-year
programs (one-year basics; second year, special:zation).
Diploma in Recording Arts and Sciences with specializa-
tion in (one of the four programs above) diploma. One
entrance scholarship at each of the three campus loca

tions, valued at $3.500 to $4,000 each. Dr. Peter C. Gold

mark Memonal Scholarship for second year studies (value
$3,500 to $4,000) at each location. Other awards of merit
also available. Consult the Admissions Office of the Inst

tute. Facihties: 24-track professional recording studio 1n
each location. Electronic music studio, electronics lab,
and disc mastering rooms in selected locations. Full-time
day or evening studies. 140 courses offered in four pro-
grams of specialization. Limited number of internships
available. Eighty percent of graduates placed. Limited
financial assistance available. Government approved, in-
dustry recognized

TREBAS INSTITUTE OF RECORDING ARTS
Montreal, Quebec

TREBAS INSTITUTE OF RECORDING ARTS
290 Nepean St., Ottawa, Ont., Canada K1R 5G3
(613) 232-7104

Chiet Administrator: Javid P Leonard

Program: (see Monireal Listing}

TREBAS INSTITUTE OF RECORDING ARTS

410 Dundas St. £, Toranto, Ont., Canada MSA 2A8
(416) 966-3066

Chief Administrator: David P ceonard

Program: (see Montreai Listing}

TREBAS INSTITUTE OF THE RECORDING ARTS
34 W.8th Ave., Vancouver, BC, Canada V57 1M7
(604) 872.2666

Chief Administrator: [tivid P Leonad

Program: (see Montrea! listing)

YOKOTA HIGH SCHOOL

Media Center, AP€) San Francisco, CA 96328
(Tokyo) 0425-52-2511 x 5-9728

Chief Administrator: [ionald ] Moisen

Eiectronic Design by Deane Jensen
Packaging & Production Design by John Hardy

* Fast: 18V/uS @ 150 Ohms, 16V/uS @ 75 Ohms

¢ Quiet: -133.7 dBv E.LLN. (20—20kHz,
shorted input, unweighted)

¢ Powerful: +24 dBv @ 75 Ohms (Ref: 0dBv = .775 V)

AND IT SOUNDS GREAT!

CLEARLY SUPERIOR

Sunset Sound, JVC Cutting center, Mobile Fidelity, K-Disc Mastering,
Sony (Digital Audio Div.), Capitol Records, Inc., WFMT Chicago, Jensen
Transformers, Bonneville Productions, DeMedio Engineering, ABC-TV,
20th Century Fox, Armin Steiner, and many more !

THE HARDY CO. PO. Box AA631, Evanston, IL 60204 USA
(312) 864-8060 Telex 910 380 4670 Answerback John Hardy Co.
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LEAD
ME TO
HE

CK
THAT IS
HIGHER
THAN |

(Psalms 61:2)

Sparrow Records artist Steve Taylor

Contemporary Christian
Rock Bears Its Cross
and Examines Its Soul

78

by Dan Daley

The house lights come down and
the murmur of the crowd suddenly
swells and sustains, filling the college
gymnasium like a Texas twister in
April. The audience is a Benetton and
Levi's ad, and there is the sound of
Reeboks squeaking on the wood floor
as kids vie for position. A drummer's
count is heard faintly from the stage
and in seconds the hall is filled with
high-dB rock, the musicians illumi-
nated by a sophisticated light show.
Tune after tune rolls out from the stage.
It's difficult to hear the lyrics over the
roar, and the gymnasium acoustics

are of little help to ears already verg-
ing on tinnitus. Just another night of
rock and roll, right?

But if you were unsure about the
message during the show, the mean-
ing becomes crystal clear when the
music stops and the ministry begins.
In the burgeoning subculture of Con-
temporary Christian Rock, a ministry
can be limited to a few between-song
remarks or it can comprise an entire
sermon replete with an after-show al-
tar call during which members of the
audience make a public display of
their faith, hands raised and Bics
flicked in devotion. But either way, it's

MIX VOL 10, NO 7



INTRODUCING...

Sound Impressions, Inc., formerly Music City Tape Duplicators, Inc.

is proud to announce a nzw name, a new facility, and a revolutionary approach
to record and tape manufacturing.

Our new Nashville facility 1s specially designed to provide you with the utmost
in sonic quality an: service. We are bringing everything in under one roof: record
pressing, tape duplicating, 4-color printing, cassette mastering, jacket manufac-

For Information, call or write:
Sound Impressions, Inc.

- 325 Hill Avenue ,
Nashville, Tennessee 37210 MasterCard |

(615) 244-3535 or 1(800) 458-7756 ) | wELCOME

| Circle #062 on Reader Service Card
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Rick Cua, Steve Camp and Rob Frazie

apparent that a certain carpenter from
Galilee has become as comfcrtable
with a Stratocaster as a scepter.

And you thought you were just here
to boogie.

“"With CCR, the lights are just as
bright, the lasers are just as active, the
smoke is just as thick, the music's just
as loud, the acticn onstage is just as
lively,” says Mike Atkins, tourand pro-
motion director for Benson Records
and its Christian Rock label, Power
Discs, in Nashville, Tennessee. "But

CHRISTIAN ARTISTS'
MUSIC SEMINAR

This year marks the 12th Chris-
tian Artists’ Music Seminar, one of
the most progressive and far-reach-
ing annual eventsin the contempo-
rary Christian music industry. Held
from July 27 to August 2, 1986
amidst the stunning grandeur of
the Rocky Mountains at Estes Park,
Colorado, the seminar unites both
established and aspiring musicians,
songwrilers, and performers, as
well as label and management ex-
ecutives, theologians, music minis-

80

the message is different. It's not some-
thing negative or satanic. It's a mes-
sage of hope.”

Contemporary Christian Rock is at
a crossroads in its relatively young
lite. A direct descendant of the flow-
ers-and-beads Jesus movement of the
early 1970s, religious rock has devel-
oped a significant economic base, es-
timated by members of the industry to
be in the area of $80 to $100 million
per year and growing. A small hand-
ful of Contemporary Christian Rock

ters, and others interested in mod-
ern gospel music.

Besides the nightly concert series
featuring an all-star lineup of top
Christian performers (Sandi Patti,
Leon Patillo, Deniece Williams, De-
Garmo & Key, Larnelle Harris, and
Steve Camp, among many others),
the seminar offers talent competi-
tions, and over 175 classes and
workshops. Course topics range
from songwriting, vocal and instru-
mental classes to sessions on multi-
media, television, record produc-
tion, advertising, publishing, and
promotion. A conference focusing

artists, like crooner Amy Grant and
spandex spiritualists Stryper, have
gained a degree of general public visi-
bility (although perhaps as much for
their novelty as for their abilities). But
while this new wave gospel music has
taken advantage of recording and per-
formance technology tofield slick pop
records and shows that make it hard
to differentiate from its secular coun-
terpart, CCR remains a subculture,
albeit a large one, and one not im-
mune to criticism from within its ranks
on a range of points from passive mar-
keting approaches to being bland and
preachy. Complicating matters, CCR
is seen as suffering from negative pub-
lic perceptions about the born-again
movement as a whole and media
evangelists in particular.

Kevin Cottrell, who hosts a Chris-
tian Rock video program aptly titled
“Upon This Rock” on all-music chan-
nel U-68 in New Jersey and a radio
version of the show on WDHA, be-
lieves that Christian record labels
have been playing it safe for too long.
"They don't know how to play in the
big leagues,” he says. "I look at them
now as if they're a little club—they've
gottheirown labels, they stay in areas
where they know Christians are going
to come out and see them. Before Amy
Grant, the only place you could buy a
Christian rock album was in a Chris-
tian bookstore. It was closed off to the
rest of the world. The companies, if
they want to get into the mainstream,
have to learn all they can to do that.
Eitherthat orgetinvolved with secular
record labels.”

Both of those options are being im-
plemented, according to the religious
labels. Experienced industry hands
are being hired at some companies,
and promotion and distribution (P&D)
deals with majors have been struck.
Amy Grant, who has functioned nom-
inally as a media figurehead for CCR,

on lighting, sound and synthesizers
has also been slated, and will be
taught by Sound Investment Enter-
prises. This special conference will
cover all aspects of professional au-
dio and lighting systems, along with
synthesizer/electronic music pro-
duction demonstrations by repre-
sentatives of E-mu Systems, Kurz-
weil, and RolandCorp.

For more information about the
1986 Christian Artists’ Music Semi-
nar, contact the Christian Artists
Corperation, PO. Box 1984, Thou-
s%nd Oaks, CA 91360, (805) 499-
4306.
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is signed to Myrrh Records, a division
of Word Records. But in a deal con-
cluded in 1985, Grant's P&D in the
non-religious market has been li-
censed to AGM Records. Grant was a
likely candidate for this move, since
she positions her evangelical message
beneath a thin, somewhat ambiguous
lyrical layer, allowing her love songs
to have earthly as well as spiritual
connotations. As Scott Pelking of the
Waco, Texas-based company puts it,
"Amy writes from a Christian world
view, not a Christian theological view.
It's a small but critical difference.”

Sparrow Records, in Chatsworth,
California, which claims to hold a 50
percent share of the CCR market with
acts like The Rez Band, Steve Taylor,
Rick Cua and Steve Camp, has re-
cently concluded a distribution and
promotion deal with Capitol Records
after allowing an earlier arrangement
with MCA to expire.

Heavy metalists Stryper, who toss
New Testaments into the audience af-
ter shows, took anotherroute. The four-
piece Southern California group chose
to go with new music rock specialists,
Enigma Records. As drummer Robert
Sweet said in an interview, "Most Chris-
tian bands aren’t concerned about the
production too much, and they're hap-
py to play in front of an audience made
up entirely of other Christians. We rea-
lized that we are a rock band. ..and
we needed to be on a rock label.”

However, Scott Pelking at Word/
Myrrh says that attempts to crack the
secular market are stymied atseveral
levels. "You wouldn't believe the prob-
lems we have trying to get even a
halfway serious review in a general
market magazine,” he claims. "It's as
it these records do not exist. Amy
Grant is selling over a million records;
we have artists who sell up to 300,000
units. And Rolling Stone looks at it
and says, ‘So what? It's real frustrating
since we're selling upwards of $34
million worth of Contemporary Chris-
tian Rock product a year.”

Dan Brock is a personal manager
whose client list includes DeGarmo &
Key, a rock act on Power Discs. Brock
learned his trade working at the secu-
lar rock band Styx’s management
company, and went on to manage
Christian hard rock act Petra, and book
Amy Grant's first tour. He agrees with
Kevin Cotrell's "little club” reference,
adding that, "It was even worse ten
years ago. Then it was a little amateur
club.” He also agrees that an artist's
record label is critical in accessing
the promotional machinery needed
to penetrate the secular market: "I
Amy Grant's on Myrrh, it means one
thing; if Amy Grant'son A&M, it means
another. It could be the same record,

JULY 1986

but just the change of logos on the
album jacket changes the whole indus-
try's attitude towards the product.”
Brock points out that even though the
religious companies far outsell the ma-
jors in Contemporary Christian Rock,
having the imprimatur of an A&M or a
Capitol makes it easier to deal with
mainstream video and radio program
directors who might otherwise shy
away from a religious company.
{While Christian videos are gener-
ally relegated to shows like "Upon
This Rock,” MTV has aired several
Contemporary Christian Rock vids.
Andinanincident notdevoid of irony,
the 24-hour video channel initially re-
fused to accept DeGarmo & Key's first

video on the ground that it was “too
violent,” in Brock's words. The track,
"666,” features what's called in Holly-
wood stunt language a “full body
burn” of about five seconds in which
an actor portraying the devil isimmo-
lated. MTV ran the video after the of-
fending scene was cut, Brock says.]
Brock acknowledges the impor-
tance of Christian record labels be-
coming better versed in the politics of
dealing with programmers and chain
store buyers, citing his feeling that the
so-called "little club” can expand from
within. "I'm not so sure I'm trying to
sell to the same guy who goes to see
Van Halen,” he says. "It's my philoso-
phy that there's a huge Christian mar-

Peirce-Phelps, Inc.

S hou shalt
have good
sound...

Tl()u shalt install a new church audio system from

hou shalt have features similar to
- concert sound reinforcement capabilities
- recording studio facilities
hou shalt have high sound pressure levels with low distortion

r[‘hnu shalt benefit from the finest design, engineering,
installation and service of church sound svstems available

hou shalt contact Peirce-Phelps. Inc. for additional information

'Weu. verily [ would like to have a good church sound syslcm—}
| NAME !
: TITLE :
: CHURCH :
} ADDRESS |
|
| cITy STATE e |
: PHONE ( ) Il
L - - .J
peirce-
Phelps,inc.

audIio svYstems adlvision

2000 N. 59th St., Philadelphia, PA 19131, (215) 879-7236 or 1-800-523-4682
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ket out there that does not get serviced
by the Gospel industry. A very small
percentage of people who call them-
selves Christians buy products in
Christian bookstores, which is where
most of our records are sold.” By mak

ing retailers of the potential Christian
market, the industry can avoid "get-
ting stuck back in a religious bin in
the corner,” as he puts it. "The con

sumers are there. It's the people with
the power that need to be dealt with,
the same way that a lot of 'new music’
bands had problems in the beginning.’

Beth Boyd at Power Discs reflects
concerns that the religious labels have
about entering mainstrearn markets:
"Basically in Christian music, you
have to be sensitive to who your buy
ers and listeners are, so we're cau
tious when we go into the secularmar
ketplace; not because we feel wedon't
belong there, but because we don't
want to lose the people who have
made us what we are already.”

As for any qualms that the secular
end of the industry might have about
carrying Christian product, Brock
says pointedly, "It's a real simple busi
ness distribution question, and the lyr
ics and images of the groups are all
very secondary.”

Or are they? CCR has encountered
resistance from the industry and the

Geoff Moore

general public, a resistance based on
cultural and media perceptions, ac-
cording to its propcnents. "If you look
at it logically,” says Word/Myrrh's
Scott Pelking, “there should be no rea-
son why any publication or radio sta-
tion that espouses artistic integrity
would ignore certain Christian artists.
But nonetheless, because of some po-
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litical and cultural considerations—
and I can't emphasize the cultural as-
pect enough; we're talking Elmer
Gantry here—there is a mindset
against it.”

With an incipient populist/activist
trend in music manifesting itself
through the likes of John Cougar Mel
lancamp, Bruce Springsteen, Live Aid,
Farm Aid and so on, the deleterious
linkage of perception between con-
servative evangelism, conservative
politics and Christian Rock hasn't es-
caped the industry’s notice. "The
evangelistic community is pro-life,
pro-Regan, anti-Commie/pinko, anti-
homosexual, anti-everything that(the
liberal press) espouses or at leasts al-
lows,” Pelking says. "And we're guilty
by association.”

Among televangelists, Reverend
Jimmy Swaggarthas been particularly
vociferousin his attacks on any sort of
rock music, secular or otherwise, on
his weekly video ministry. And when
the geneological solecism was brought
up that Swaggart'scousinis Jerry Lee
Lewis, a rocker known for his chronic
skirmishes with the Ten Command-
ments, Pelking added a further irony:
"And to pull a Vonnegut-type triple
whammy, the premiere heavy metal
Contemporary Christian Rock artists,
Stryper, love Jimmy Swaggart.”

While the strict adherence to scrip-
tural values puts many CCR artists
into what Pelking calls a "dead zone”
as far as the secular market is con-
cerned, hesaysthe genre hasa num-
ber who are commercially viableina
larger sense.

One of them might be Sparrow re-
cording artist Steve Taylor, who also
has strong feelings on the cultural per
ceptions of Christianity in its evangel-
ical form. "1 think most people get their
image of Christianity from the media,
especially from TV preachers,” hesays,
“who preach doctrines like ‘God isan
American and He wants us all to be
rich and conservative and Republi
can.' ] think people characterize fun
damentalists as right-wing and con-
servative and tied into a whole Ameri-
can agenda, and I'm definitely not
coming from that point of view.”

Taylor's records back him up on
that last point. His religious references
are oblique, couched in a sophisti
cated wit that avoids getting bogged
down in its own cleverness. Heavily
influenced by iconoclasts like The
Clash and Elvis Costello, his lyrical
observations are at once satirical and
profound, and he doesn't hesitate to
slip prosaic knives into the putative
sacred cows of modern evangelism.
From his "I Manipulate:” Does your
soul crave center stage/Have you
heard about the latest rage/Read your
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Bible by lightning flash/Getordained
atthe thunder crash/Build a kingdom
with a cattle prod/Tell the massesit'sa
message from God/Where the inno-
cent congregate/l manipulate.”*

From cover graphics to production
values, Taylor's most recent record,
On The Fritz, would easily be at home
in any new music rack. The LP was
co-produced along with the Denver-
born singer by ex-Foreigner lan Mc-
Donald, an association Taylor says
"came about kind of through the back
door. We heard that lan was looking
for projects to work with and we called
and asked if he was interested in doing
a gospel record.” Taylor laughingly
recalls McDonald's initial response as
being, "l don't know much about
tambourines.”

Along with how the Bible-thumping
righteousness of TV evangelists is per-
ceived by the public, Taylor sees much
of the content of Contemporary Chris-
tian Rock as being its own worst ene-
my. "Both (the public and the media)
have been led into the same dead
end in that they tend to characterize
all Christian rock by a few bland Chris-
tian groups,” he says, adding that as
the genre matures, more artists are
breaking away from the repetitive
dogmatism that has marked much of
the music.
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Rather than strictly preaching the
Gospel, Taylor thinks that Christian
rock artists should address themselves
more to issues viewed from a Christian
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solely at members of his own tribe.
Even as he discusses the inherent
dogmatic aspect of CCR, he points
out that, "People treat this music as a
kind of leprosy when they don't recog-
nize the same sort of dogmatism that
goes on in pop and rock and roll,”
alluding to the sexism he feels is ramp-
antin heavy metal music. "To me that's
appalling, but no one is not playing it
because it's sexist. It seems to me that
Christian rock is the only style of mu-
sic that is (rejected) because of lyrical
content. Some people toss it out for a
lot of good reasons—some of it's lousy.
But there's a lot of it that's good, too.”

Geolf Moore, a Power Discs record-
ing artist who characterizes his music
as "straight-ahead hard rock,” says he
also feels the pinch of having musical
roots planted in both secular and relig-
ious milieus. “You get it from the left
and the right” he says. “You get it
from Christians who are offended by
rock music. . .and you get it from peo-
ple whofeelit's wrong to use rock and
roll to talk about your faith.”

Moore's theological side is more
overt than Taylor's; his messages are
tinted with the midwestern Everyman
plaintiveness that hallmarks artists like
John Mellancamp. His passion is to
provide a musical alternative to some
ofthe lifestyles promulgated in secular
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music. "Music plays such a big role in
our lives,” he says, "and | see heavy
metal music having a grip on kids that
goes far beyond just the music. It af-
fects their emotions, their attitudes,
their place in society, and it goes far
beyond the vinyl or the tape. | see
music as a powerful tool and I think
it's being abused in this situation, and
I want to do what I can to use it in its
correct context.”

That contextis the Bikle, says Moore,
and his role as an artist is akin to that
of the struggling sinner who tries to
rise a bit higher after each fall.

How artists create images is a point
Moore has especially strong feelings

n: "I've read that Ozzy Osborne is
into the macabre, but not into satan-
ism. Well, I don't think that makes a
difference to the audience. Whether
the artist endorses this personally or
for media purposes to sell records, we
are whatour media images paint us to
be in the eyes of those who listen to
our music.”

Moore has an after-show ministry,
since he feels that simply to put on a
show is notenough. "Ifeel I'd be com
promising by doing a good old rock
and roll ending and saying goodnight
and just walking out. I believe that
that relationship (with Christ) can
change people’s lives. At the concerts,
we give people an opportunity to be-
come a Christian, and that's the very

essence of what's happening.”

However, this is the sort of interpre-
tation that could keep Contemporary
Christian Rock a subculture, Moore
acknowledges. "Ultimately, the theme
of this music is you're not OK, you're a
fallen sinful perscn, and unless you
get God in your life you're going togo
to hell, and I think that's going to turn
a few people off.”

Rock and roll has always been a
democracy; anyone with a guitar and
a need to express something has al-
ways been allowed to participate, re-
gardless of the content of that mes-
sage. And, in light of that, whether or
not Contemporary Christian Rock ev-
er becomes a staple of mainstream
airwaves orinstead flourishes in a be-
nign ghetto (as country music has for
most of its life), is perhaps a moot point,
to be decided by a synergism of social
and economic forces beyond the con-
trol of any one group of people. But
given the apparent shift towards acti-
vism and social awareness 1n music,
and the positive moralism that is one
emerging and salient aspect of CCR,
the effect of this new wave of gospel
music may be heard in the thematic
fiber of American music sooner and
more strongly than its force is felt in
the marketplace. n

*©1985 C.A. Music/Birdwing Music, used
by permission.
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“Being an 8 piece ensemble we put a monitor system
through rigorous demands and the Carvin system per-
forms excellently. I'm impressed by the flexibility and
overall layout of the Carvin MX mixers. We use the Carvin
system for both rehearsal and live performances.”

— Danny Elfman, Oingo Boingo

Carvin Tri-Amp Systems

Tri-Amp System C12-3000E DIRECT $3999 List $7995

The Carvin C12-3000E Tri-amp Concert system produces a wall-of-sound
that's earth shaking! Components include; 12 ch MX1222 pro stereo con-
sole, 2 single 18" 3000E folded horn Electro-Voice sub-woofers, 2 1200E
E.V. midrange enclosures, 2 R540H Carvin/Renkus-Heinz radial horns, 1
DCAS800, 1 DCA300 power amp (1100 watts), and 1 XC1000 crossover

Carvin System $12-980

System $12-980 DIRECT $1979 List $3895

Our best compact stereo 12 ch sound system
features high powered speaker components
designed for peak over-loads normally found in
professional sound reinforcement. The quality
of the $12-980 demonstrates its clarity of un-
distorted audio regardless of price! Com-
ponents include: the MX1222P stereo powered
mixer with 400 watts rms, 2 980M speaker
enclosures, and cables.

The 980M speaker enclosure features the
Carvin high energy HE15 woofer and Electro-
Voice DH1202 radial horn compression driver.
DIRECT $369 List 5695.
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Carvin System $8-960

System $8-960 DIRECT $1449 List $2695

One of our best performance values is the 8
ch S8-960 system featuring the 960M
enclosures. The 960's offer Carvin's high
energy HE15 woofer in a tuned port enclosure
for smooth, deep bass output. Carvin’s HE490
compression horn delivers superb highs for
clarity. Components include: the MX822P
stereo powered mixer with 400 watts rms, 2
960M enclosures, and cables.

The 960M speaker enclosure has a high
power capacity of 150 watts, 300 watts peak.
An exceptional value at $269 ea. DIRECT List
$495.

Made in USA
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Pro Monitors

Carvin’s Pro monitors are incredibly power-
ful, projecting a clear full-range sound to your
ears when everything around you seems deaf-
ening. The 12" 750M model sells DIRECT
$179 List 5295. The 15" 790M medel sells
DIRECT $219 List $395.

DCA800 Power Amp

The stereo DCA800 amp clearly demon-
strates uncompromising performance. Its’
800 watts rms (bridged) output drives speak-
ers from sub-audible sounds to explosive
levels without distortion. Pro features include
balanced inputs and fail-safe protection.
DIRECT $549 List $1095.




Join the Pro’s who use Carvin
mixers or P.A. systems

Tony Brock (Rod Stewart) LR o -
Brad Gillis (Night Ranger) 2 :
Danny Gottlieb (John McLaughlin)
Peter Mclan (prod. Men at Work)
T. Lavitz (The Dregs)

Musician’s Institute

Missing Persons

Qingo Boingo

Starship

Steve Vai

Frank Zappa

MX1688

Recording Mixer
16 x8x2

Recording Features
¢ Eight Track Studio Control Center
¢ Input Qutput Channel Organization
¢ Independent 8 Into 2 Monitor Mixer
® Four Auxiliary Busses w Pre, Post
* Three Band Parametric EQ w Defeat Switch
® Mute and Solo on all Input and Output Channels
* Two Effects Returns w  Pan and Solo
® Talkback w' Built-in Mic and Monitor Dimming
® Peak Warning Indicators w Peak Stretching

* Patch Points on all Channels $2995
* Microphone Phantom Pouer

® Cue and Effects Sends from Qutput Channels List $6950

¢ Alternate Metering of Cue and Two-Track

* Quick Tape Playback Through Monitors P.A. Features

¢ independent Mic and Line Preamps ® Eight Suv-Groups w  Solo and Mute

* Studio Feed w Source Selection * Channels Assignable 10 1. & R Sterco QOuipui

* Totally Modular Internal Construction ¢ Four Independent Monitor Mixes Available

* Input Noise of -128 dBv. THD less than .05% e Headphone Monitoring of Main or Monitor 50 page Operation
* Frequency Response: 20 He to 20 KHz e 11 Step Gain Controls for Easy Set-up ::anusw prsvu%wxc;rzM)d(‘;r.x
¢ 20 dB headroom at All Stages * Talkback to Moniters SRRLCCY or
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MX1222P w 400w’
$1299 [ist $2595
MX1622 16x2x1

$1299 List $2595
MX2422 24x2x1

$1799 List $3645

IX1644 16x4x2x1
1695 List $4595
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MX822P w 400
$949 List $1795
MX622P w 300w
$799 List 51495

Don’t let Ca-vin’s low prices fool you. We are the company that has been making and selling pro audio
CMS0E CM67  CMs8 gear DIRECT since 1946! Enjoy big savings because we eliminate “Retail Store Profits”, not quality.
$139 399 399 All "MX" consoles offer the professional features and performance you've grown to expect from Carvin!
Computer grade components, heavy-duty regulated power supplies, modular circuits and low roise signal
path designs optimize the "MX" boards for professional recording and sound reinforcement. Before vou buy
another PA board, discover the transparent, low noise performance of the Carvin “MX” consoles. We
guarantee it or your money back after trying for 10 days! Carvin products are proudly made in the U.S A.
and warrantied for 1 year. Send for your FREE 84 page color catalog. To rush 1st class mail, enclose $1,
$5 for foreign. Master Card and Visa accepted. For more information, call TOLL-FREE 800.854-2235
(Calif. 800-542-6070).
CARVIN'S New Hollywood stare is conveniently located at 5900 Santa Monica Blvd., Hollywood, CA.

(ph 213-461-2700) offering the same low Direct prices.
Free Catalog
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WEST OAK RECORDERS/COLOURS:

Making Beautiful
Music Together

by Tony Thomas

everal years ago, long-term re-
cording studio/label alliances

were commonplace and they

yvielded some legendary record-

ings. Gold Star Studios (now defunct),
forexample, became synonomous with
the often imitated but never duplicated
"Phil Spector Wall of Sound,” since
much of his work for his Philles label
and other labels was recorded there.
Abbey Road became so identified with
its most famous clients, The Beatles
and their Apple label, that they even-
tually named their last studio album
after thatfacility. In recent years, how-
ever, the ascendency of the independ-
ent producer, coupled with the never-

ending quest for the biggest and best
that technology has to offer, has loos-
ened somewhat the cement thatonce
bound labels to specific studios. As a
result, basic tracks for a given project
are recorded at one studio, overdubs
done at several others, and the final
mixdown completed at still another
studio. It is now a rare occurrence for
a label to decide to "lock itself’ (liter-
ally)into a one studio for even a single
project, let alone for several different
projects.

Such an uncommon relationship
exists between Maranatha Music's new
"Colours” labe!l and West Oak Record-
ers, a once-small studio that eventu-
ally evolved into a full service 24-
track facility in the Camarillo, Califor-
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nia home of owners Bill and Marsha
Cobb. It used to be called Poiema—a
Greek word meaning “creation” or
"workmanship” found in Ephesians
2:10 in the Greek text of the New Tes-
tament. In fact, the studio took up so
much of the Cobb's home that it gave
new meaning to the term home stu-
dio: "Our first bedroom was the con-
trol room,” says Marsha Cobb. "Our
living room was the studio, our dining
area was the drum booth and the kitch-
en was the work room. I enjoyed it
and the people that came through. It
was really a wonderful experience for
the eight years we were there, but
after eight years we were ready to
make a move."”

West Oak Recorders was the cul-
mination of Bill and Marsha's desire
to move into the spacious (4000 square
feet) former home of Westwind Studios
in the Los Angeles suburb of Westlake
Village, when that building became
available. The new building has a very
large (40’ x 35’) studio and control
room (22" x 20, and is outfitted with a
Soundcraft 2400 console (28-in x 24-
out with 52-input mix capability)and a
Stephens 821B 24-track deck with
autolocator, Ampex ATR-100 half-inch
analog and JVC EIAJ-digital format
2-tracks, ]JBL custom tri-amped mon-
itors, and a full-range of effects and
outboard gear. The studio also serves
as a home to a recording school with
a full curriculum that was founded by
and is taught by Bill. The cream of the
crop of graduates are hired as second
engineers at White Oak. Although the
studio has established a strong track
record in the Christian marketplace,
with projects from the likes of Jamie
Owens-Collins, Steve Taylor, Chuck
Girard, Noel Paul Stookey ("Paul,” of
Peter, Paul and Mary fame) and John
Michael Talbot, they are eager to point
out that they are not an exclusively
Christian studio. They are geared up
to provide any client, sacred or secu-
lar, with all of the ambiance and amen-
ities of home.

Since transplanting their equipment
into the new facility, West Oak has
produced two of the newest releases
of Colours, an all-instrumental inspi-
rational label which is a subsidiary of
Maranatha Music, a Christian record
company that grew out of the “Jesus
Movement” of the ‘60s and '70s. The
Hidden Passage, by the Tom Howard
Ensemble, was produced utilizing lay-
ers of acoustic and electronic instru-
ments, and Timeless, by session vets
Harlan Rogers and Smitty Price, fea-
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tures a combination of synthesizers
and acoustic piano.

Although both the Howard Ensem-
ble and the Rogers/Price projects
were recorded utilizing analog 24-
track rather than digitally, they both
benefit from the careful engineering
of Bill Cobb and the transformerless
environment of West Qak, facilitated
by their combination Stephens record-
erand Soundcraft console. Atthe mix-
down stage, both 2-track analog and
14-bit EIA]/PCM digital masters were
produced, allowing the choice be-
tween analog and digital masters to be
made for transfer to vinyl disk, Com-
pact Disc and audio cassette.

Maranatha Music president, Tom
Coomes says that working with engi-
neer Bill Cobb is the primary reason
that he is willing to make the lengthy
commute to and from Maranatha's
Orange County headguarters to util-
ize West Oak: " heard the work tapes
of Tom Howard's album (Hidden Pas-
sage) and came up for the first day of
mixing to tell Bill what we were shoot-
ing for, which was really demanding.
It was to be audiophile quality with
real sophistication and finesse in the
mixes. There are a lot of different
schools of engineering, but I think that
the best one is 'use your ears.” Bill
always seems to use his experience
which makes him really confidentand
relaxed at what he is trying to do, and
very flexible.

“Also, from my perspective, if the
people around the studio and the engi-
neers get as excited about what you
are trying to achieve as you do, you
have a team feeling. | love that team
feeling, 'm a team player. It's like that
scripture says: 'How can two walk to-
gether unless they be agreed? Well,
Bill immediately fit into this whole
Colours thing because it was a chal-
lenge for him to shoot for excellence.
You know, a lot of times studios have
to knock out things real quickly be-
cause budgets are restricted. It was
notlike we put a lot of money into this,
but we wanted to do something that
was extremely good for a limited
amount of money. Bill and the whole
crew just jumped in as much as we
would.”

The Colours/West Oak collabora-
tion represents the reconstruction of a
bygone era in the craft of music-mak-
ing on a microcosmic level—an era
in which people and notjust machines
were of paramount importance. An
era in which composers, musicians
and engineers all operated as equal
partners in the creation of art. And as
Maranatha's Coomes summed it up:
“True art is from the hearts and minds
of artists. These artists are filled with
the heart of God.” [ ]
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HIGH-TEGH SOUND
IN THE SANCTUARY
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Greater Grace Temple of the Apostolic Faith
Detroit, Michigan

by Alan Robertson

With his flowing white robe swirling
around him, the Bishop David L. Ellis
grabs a wireless microphone next to
his pulpit and walks out toward the
main floor where part of his congre-
gation is seated. "Nothing comes easy
...l don't care what you say, nothing
comes easy today,” he preaches. "Oth-
er preachers envy me and where 'm
attoday, and they say, ‘See Ellis over
there, he's got everything.’ But the
thing they’re not remembering is how
hard I had to struggle to get here, and
that I'm still struggling today!”

A few "Amens” shoot thrcugh the
air. Members of the 2,000+ congrega-
tion jam the temple, which rises five
stories to the top of its upper balcony.
White-gloved ushers stand in the aisles
on the main floor and at the entrances
to the balcony. Behind the pulpit, the
rostrum is filled with a choir the size of
a small army, and a band outfitted
with a grand piano, organ, electric
bass, guitar, trap set, and horn section.

90

Other church officials span out to the
left and right of the pulpit, seated in
high-backed chairs, and occasionally
take calls from elsewhere in the sprawl
ing church complex on phones next
to their seats. Just in case someone
gets too caught up in the emotional
fervor of the service, a nurse sits next
to the piano on a folding chair.
There aren’t many who are more
qualified to speak about struggling to
achieve an end reward better than
Ellis. As Bishop of Detroit's Greater
Grace Temple of the Apostolic Faith,
he took on his leadership role in Sep
tember of 1962. What he inherited at
the time was chaotic at best. Member-
ship had declined to a mere 60 peo
ple, and foreclosure on the building’s
mortgage seemed imminent. By put-
ting into action what he preaches, Ellis
faced the problems before him and
overcame them. Today, Greater Grace
has over 2,000 members, and con-
ducts its main Sunday services in an
impressively modern cathedral that
opened its doors in 1983 at the corner

of Schaefer and Seven Mile Roads. To
further demonstrate the prosperity that
has come with their hard work, the
church additionally owns :ts own fleet
of vehicles, has established a credit
union, and maintains a private school
for pre-schoolers through the eighth
grade.

A Pentecostal Apostolic church,
Greater Grace is an affiliate of The
Pentecostal Assemblies of the World.
Typical elements found in any Pen
tecostal service are far from subdued,
and this church is noexception. Loud
music, passion-filled exaltations, and
full-submersion baptisms in a pool
located behind the rostrum are nor
mal occurrences on any Sunday. Serv
ices are also marked with an air of
spontaneous energy. They start at a
pre-determined time, and come to a
close whenever the spirit moves them.
To carry one off properly and give it a
life of its own takes many hands, for on
the scale of religious events, it is a
grand production.

Naturally, sound plays one of the
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YOU'VE NEVER HEARD
A TAD SPEAKER
AND YOU NEVER WILL.

With TAD speakers,
technicians get the
purest, most power-
ful reproduction
of sound in the

materials available, every component is assembled
by hand, allowing for tolerances down to a millionth
of an inch.

At Pioneer, we put
so much more into

industry. And our TAD speakers,

nothing more. they don't sound

Because the like speakers at all.

TAD division at For more infor-

Pioneer Electronics mation regarding TAD

prides itself on being coloriess. speaker components, please contact Mike Fidler at
Our Professional Sound Lab insures the outstand- Pioneer Electronics (USA) Inc.

ing quality of our products through a series of tests, .
including Doppler lasers, holography lasers and Technical

A [ ] .
anechoic chambers. Products are also tested by ‘ Audio Oevices

computer for phase unlformlty, trqnsnent respo[lse Professional Products Division of Pioneer Electronics (USA) Inc
and frequency response. Then, using only the finest 5000 Airport Plaza Dr.. Long Beach, CA 90815, (213) 420-5700)
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key roles in the service. When the
congregation first moved into their
new cathedral, sound reinforcement
was provided by two 15-inch conical
drivers and two horns. Four-hundred
watts of amplifier power was all that
was on hand, and there were no rout-
ing capabilities to interface the sys-
tem with the rest of the Greater Grace
complex, which includes a fellowship
hall and another temple. In itself, the
system was a good one, it's just that
the levels necessary for the worship
service far exceeded its capacity. Be-
fore the possibility of a total meltdown
of the system became reality, Greater
Grace's administration decided to
shop around for something that could
better handle the workload. Based
upon their work in other churches,
Modular Sound Systems, Inc., of Bar-
rington lllinois was asked to do a
complete rebuild job. After initial fea-
sibility studies were made by Modular
Sound’s Jim Wischmeyer and Henry
Heine, the duo accepted the task from
Greater Grace, which wanted the old
system to be torn out and the new one
to be operational in a space of time
that ran between two Sundays.

"The biggest problem with install-
ing this system was purely logistical,”
Heinesays. "There wasalottodoina
seven day period. Major portions of
the ceiling had to be cut out to facili-
tate the hanging of the arrays, and an
extensive network of catwalks had to
be built from scratch so that we could
get to everything from inside of the
ceiling.”

Assisting Modular Sound in the in-
stallation were Charlie Mack, the
Greater Grace team of sound engi-
neers; Melvin Howard, Kenny Doss,
David Ellis, and Reco and Tony Brown,
and a host of other recruits from the
congregation. Work began with the
construction of the scaffolding that
would be needed to install the two
main arrays. Rising up from behind
the pulpit and from in the middle of
the floor, each stood two sections deep
and four sections across. Building the
catwalk alone required about four
days out of seven. Once in place, the
four-way system's two arrays could
be hung using stainless steel aircraft
cable attached to steel supports. The
main floor array consists of 49 loud-
speakers in all, which can be broken
down into the following individual
components: eight 15-inch drivers,
five 12s, 32 5-inch speakers mounted
in wedge-shaped cabinets for greater
dispersion, and four horn/tweeters.
All loudspeakers in this array, as well
as the balcony array (with the excep-
tion of the horn/tweeters), are Modu-
lar Sound's proprietary Bag End mod-
els enclosed in Bag End cabinets.

The balcony, which is spread over
a larger area, was reinforced with a
time-delayed array composed of the
same transducers as those chosen for
the main floor, with one difference: 48
5-inch speakers mounted in wedge-
shaped cabinets were employed to
make up forthe increase in the area of
coverage.

As the project drew ever closer to

its scheduled completion date, the
crew shifted into working night and
day to bring it in on time. Frantically
drawing upon hidden reserves of ener-
gy for the final eleventh hour push, on
the Saturday night before the system
was scheduled to be up and running,
the crew was faced with gaping holes
that were still visible in the ceiling,
and a stack of electronic hardware
that was nowhere nearreaching a state
of completion as far as wiring was
concerned. By 9 am. the next morn-
ing, 2¥2 hours before the main Sun-
day service was to begin, Bishop Ellis
showed up to see what progress was
being made. He grabbed the micro-
phone next to his pulpit, spoke into it,
and nothing happened. Under the di-
rection of congregation member Wal-
ter Pugh, crew members still scram-
bled about in their efforts to reassem-
ble the ceiling that had been removed
toinstall the balcony array. Fueled for
the past 48 hours on large quantities
offood for added strength and little or
no sleep, Jim Wischmeyer shored up
the final connections at the amplifier
end just as the last piece of scaffold-
ing was being cleared away from view.
Outside, members of the congrega-
tion were beginning to assemble for
worship services, unaware of what was
going oninside. In minutes, the cathe-
dral was packed with people, and the
system received its initiation, which
went without a hitch.

After a few more week-long visits to
make improvements and install the
permanent wiring, Modular Sound

Part of the Greater Grace team of sound engineers. From left to right, Tony Brown, Melvin
Howard, Kenny Doss, Reco Brown, and David Ellis, Jr.
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A closer look at the rostrum from
the edge of the balcony (note full-
submersion baptismal font recessed
in back wall).

declared the system to be in proper
working order. With a total cost of well
over six figures, it can safely be said
that it is one of the most advanced
designs ever utilized in a church. Pres-
ently, 27 inputs from the rostrum con-
nect to the house's main board, which
is a Pulsar with a 30-channel input
with eight subgroups and an eight
output matrix. Since live and taped
radio broadcasts originate from the
church for Sunday listeners on local
AM station WQBH and FM station
WMUZ, a second board is mounted
atop the balcony in an isolated record-
ing/broadcast booth which also hous-
es the main equipment rack contain-
ing 15,000 watts of Carver power.
Since a standard mixing console would
sound proportionately inaccurate if
used for live broadcast, a TAC Scor-
pion was picked for the chore with 32
inputs and eight subgroups. As a tool,
this console has proven quite effec-
tive because of its ability to isolate
soloists and instruments from the vari-
ety of other sounds in the mix, which
makes live broadcasts sound more
realistic when heard over the air.
Also, to cut down on the problem of
unwanted signals being picked up on
the rostrum by crucial microphones
used in delivering the sermon or a
soloist’s voice, signal gates were stra-
tegically employed at eight different
points on the main house's board.
Voice activated, the gates have greatly
reduced feedback, added to overall
gain, and the clarity of the mix.
Three effects were added to the
house system: a Lexicon digital reverb
unit, a DeltaLab digital delay, and an
exciter from EXR. A Lexicon digital
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reverb was also looped through an
auxiliary send on the TAC mixing con-
sole forits obvious beneiits in a record-
ing and broadcast st-uation. For ambi-
ent sound to enharnce broadcasts, a
PZM was mounted underneath the bal-
cony, along with twin directional shot-
gun microptones mounted on each
wall of the main tloor and pointed at
the congregation.

Regardless o! the tremendous
amount of work that went into getting
the system working on time, Greater
Grace chief sound engineer Melvin
Howard believes that what they went
through was worth every moment of
stress and sweat. "My suggestion to
anyone else wanting to get into some-
thing like this for their church is to get
involved with the process of installa
tion,” he said. "lf you spend the amount
of money we have here, you have to
know what you're getting into, and at

times things can be complex. Jim and
Henry gave us the hands-on experi

ence in the beginning that gave us a
better understanding, and followed it
up with personal instruction. It was
importan: that they werked with us in
that way.”

Otherreligicus deriominations have
always leveled criticism against the
Pentecostal church because of what
they would term as an “excess” in
their style of worship. This notion will
obviously be reinforcad when waord
gets around about Greater Grace's
high SPL sound system. To their de
tractors, Charles Ellis, Jr., one of the
church's administrative assistants, an-
swers: "Everything w= do must be
looked at from the aspect that the Lord
has blessed us to help get us where
we are. Therelfcre, we should notthank
Him lightly when it comes to our wor-
ship and His temple. It you went to a
concert in the secular world, every
thing that you'd hear would be mixed,
requlated, and controlled so that it
sounded *he best that it possibly could.
Why should it be any different here?
Maybe the Baptists and Catholics can
do the job with one microphone and
an organ, but in the Pentecostal
church, we've always had drums,
horns, large choirs, guitars, and so
forth. Now, with the kind cf sound sys-
tem we have here, we can control the
many elements that gc into our servi-
ces so that there is a melodious sound,
not one that's harsh or distracting. We
have much more fre=dom today, and
alter all, the sound is one of the most
important things in cur service.” B

Greater Grace Cathedral where Sun-
day services are held utilizing a
15,000 watt sound system costing
over six figures.
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r[:)o cute? Maybe, but a good
description, since a demonstration isn't practical here.
All we can give are the cold facts: 16Khz bandwidth
(modifiable with the HF roll control), 8 programs,
including gated drums, reverse reverb, some small
structures, a few nice rooms and an absolutely huge
hall. All very different and very usable. Zero to 200 Ms
of predelay, continuously adjustable .. . variable decay
time from very little on the small programs to

over 10 seconds on the big ones. .. stereo inputs. ..
stereo outputs. .. front panel mixing . . . infinite hold
for looping vocals, strings or whatever into a never
ending note. All the features and controls to
duplicate any digital reverb sound you've ever heard,
and a few you probably haven't. Want to know what
Ecstacy sounds like? Hear it today at better

music stores everywhere.
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Tony
Bennett
on GD:
The
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by David Schwartz
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ur main goal was to get a

very warm digital record-
ing,” says Danny Bennett, son
and manager of Tony Bennett,
and co-producer on his just
released 89th album, The Art
of Excellence, Tony's first stu-
dio recording in ten years.

Tony meets Sony at Olympic Studios

Danny Bennett and his co-produc-
er on the record, Etorre Stratta, care-
fully planned the recording project
with a high digital consciousness. "He
and I were talking about the reputa-
tion digital recording has gotten as
having a 'cold’ sound, not unlike tran-
sistor vs. tube—one's warm, one's
cold,” he recalls. "We were saying
that it has to be in how you handle the

medium. With this record, we said that
Tony's whole philosophy is the search
for excellence. He's always striving
for the best, he's determined to be-
come the consumate singer. So we
said that since this was the first time
Tony has recorded in ten years, almost
as an experiment, let's not skip a beat
with it. Let's make this technically the
best record we can get. And in the
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Ray and Tony work on their duet at Larrabee Sound in Los Angeles.

process we decided to combine the
best of both worlds. We said to our-
selves, 'Let's take all of those 'warm’
ttbe mics, and do a live digital date
and stay as clean as possible, all the
way down the line." ”

These recording sessions were spe
cial for many reasons, not the least of
which was the father/son recording
relationship. Says Tony, "Danny is very
good at producing. He's got his own
recording studio that's doing very well
[Hillside Sound Studios in Englewood,
NJ] and he's a perfectionist. We get
along great. We understand one
another.”

The ten-year recess from studio re
cording allowed Tony to pursue both
-te heavy performance schedule that
h= is so fond of maintaining, and his
other great love, painting, which he
has developed simultaneously with his
singing voice since age 5. The break
also allowed certain other benelfits in
approaching this new record. "After
waiting ten years, [didn't have to worry
about a deadline,” he says, or rush to
tind material and "do two or three
inferior songs just to get one good
one. I was able toaccumulate 12 songs
[ really loved. They are all new.”

Most of the pre-production work on
the album was done at Hillside Stu-
dios. Says Danny, "Then we went tc
London, to Olympic Studios, and we
set up a nice live situation with Keith
Grant, who had worked with Tony in
the past. We wanted as close to a live
performance as possible, so we re
corded it all at one time, with the Ralph
Sharon Trio[Sharon, piano; Joe LaBar

JULY 1986

bera, drums; Paul Langosch, bass] and
the United Kingdom Orchestra with
Jorge Calandrelli conducting. On the
album we say Calandrelli ‘orchestrat
ed' and not 'arranged,’ because Tony
spent six years with his trioarranging
this material. George was able to or-
chestrate around the trio. We didn't
want to lose that core, which you can
very easily do with a recording of this
size. The record is pretty intimate, for
the number of people playing on it.

The record was made specifically
with the CD in mind, according to
Danny. "We talked with CBS about
marketing the CD first, before the al
bum. The plan was to have the CD in
stores a month bafore the LP, justas a
marketing twist. Also, we used all 12
tunes on the CD. There are two fewer
on the LP”

Qutside of a duet with Ray Charles,
which was recorded at L.A.'s Larabee
Sound, tne rest cf the tracks were re
corded at Olymric. "Keith worked out
wonderful systems for ambient micro-
phones,” Danny explains. "After we
close-miked everything, we had Tele
funken 251sthat were hung about 35
feet up in back cf the conductor, and
onein back of the orchestra. And then
we had U67s aleng the side, three on
each, about 15 to 18 feet apart. These
were the ambient mics. We used them
for our reverb, with just a touch of
AMS REV 16 cancert hall sound on
the final mix just to round out every
thing so it all matched.”

Tony had always been frustrated
about how toget "the nuances on tape,
honestly, without compression. There

THE
DALLAS RECORD
PRESSING PLANT

SINCE 1967!

IN HOUSE ;

« Custom Albums

* 45 RPM Singles

« Stereo Mastering With Neumann VMS70
Lathe & SX74 Cutter

» Plating With Europa Film Equipment

1000 | 1000-1 Color
7"45RPM | 12"Album Package
Record Package | Records & Printed Covers

$419. | $1372.

Type Set & Proofs Included

(FOB Dallas)
(To receive this special price, this ad
must accompany order)

» Any quantity, large or small

* Custom packaging

* Demo tapes (real time copies)

« Blank tapes — ANY length needed

A+R RECORD & TAPE MFG. CO.
902 North Industrial Bivd.
Dallas, Texas 75207
214-741-2027
Toll Free 1-800-527-3472
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Problem:

Find a one-stop source for tape duplicating equip-
ment that accomplishes the small tasks and the

big ones—profitably.

Solution:

Telex—unquestionably the company with the
widest, most versatile line of tape duplicating

products in the industry.

Telex has a duplicator that fits your
needs—today, tomorrow and next week.

Whether it's a new suit for yourself or electronics for yourbusiness,
it makes sense to shop where you have the widest selection. And,
if your purchase is as crucial to the profit line as a high speed tape
duplicator, you shouldn’t settle for a model that almost fits your
reeds.

Telex has models that copy as few as one cassette at a time or

as many as twenty-three. Telex models are available in mono or’

stereo and ailso offer a wide variety of copying configurations such
as cassette to cassette, reel to cassette, cassette to reel or reelto
reel. For smallto medium run cassette duplication. choose one of
the new Telex CD Series, but if you need open reel capability plus
larger cassette production, one of the Model 6120 configurations
is probably best for you. At Telex, you can find the right duplicator
at the right price, and you'll find it faster. For more information
and detailed specifications, write to Telex Communications, Inc.,
960G Aldrich Ave. So., Minneapolis, Minnesota 55420, Telephone:
612-887-5550.

Call Toll Free in U.S. 800-328-3771

For small to

runs...

-/-
—_—

medium production

The NEW
CD Series

The Mode!
6120—for
medium to
large produ
tion runs,

Ask a participating dealer about special payment terms available only with the Telex 6120!
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was no way to do it without satura-
tion,” says Danny. "This recording was
not unlike a classical date. He'd go
from nothing to the limit—and he'd hit
22 dB over zero. Nothing was held
back. We put Tony off to the side be-
hind a baffle with an old U47 and
recorded him with no compression
and no EQ. It's a great warm sound,
and we did absolutely nothing to
alter it.”

Tony's decade-long sabbatical from
the studio also brought about a new
appreciation for the tools of record-
ing. "The mechanics of recording are
ultimate now,” he says. "l was amazed
at digital editing.  think it's quite phe-

"The mechanics
of recording
are ultimate
now. ..l was
amazed
at digital
editing...”

nomonal that you don't have to cut
tape and splice it just right, like
years ago.”

And, of course, The Voice is still
there—sweet, strong, sincere. At 59,
he's neversounded better. "I've always
concentrated on my breathing,” he
says. 'l studied yoga—I'm not that
much of a fanatic with it, but just
enough so that [ keep my health. It's
very important for a singer to stay
healthy. Sleep and water are the other
things I use to keep my voice in shape.
Anything else is detrimental—unless
you're Louis Armstrong. He told me,
‘Don‘t listen to anybody! Do what
Ido!”

As this team's first digital project,
the Bennett's were presented with
some novel challenges. "One prob-
lem that you run into with digital is
that it picks up everything,” Danny
notes. "We had a problem at one point
where we were getting these 'whoosh-
ey’ sounds and it took us a while to
figure out that it was when 17 string

JULY 1986

Circle #073 on Reader Service Card

MIALCOLMET
ASSOCIATES &

QUALITY SOUND REINFORCEMENT

now avallable
* UK * JAPAN

* USA * AUSTRALIA
WORLDWIDE

Call Mike Scarfe

Malcolm Hill Assoc. Inc.
Hogerstown, MD 21740
301-733-9337

=

Circle #074 on Reader Service Card

99



IF YOU'RE 1
NOT USING ,'
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Attention:

NORTH
CENTRAL
U.S. AND
CANADIAN
STUDIOS...

The annual Mix directories of
North Central U.S. and Canadian
studios will be published in
October, 1986. The deadline for
submitting questionnaires is
July 14! If you need a question-
naire or more information, please
call the Mix Directories Depart-
ment, at (415) 843-7901

DEADLINE: JULY 14, 1986
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From left to right: Joe LaBarbera (drums), Tony, Paul Langosch (bass) and
Ralph Sharon (musical director) at Olympic Studios.

players raise their arms up to play. . .

« it was the brushir.g on their shirtsand
jackets! But the really hard part is to
decide which sounds to leave in and
which to leave off.

'If you listen to the record, you can
actually hear Tony's tongue on his
pallet at times. It adds to the intimacy.
There was another one where pianist
Ralph Sharon's wedding ring was
banging on the keys, and we were

going crazy trying to figure out what
that was.”

Despite ‘he newness of digital re
cording, the production team, which
also included engineer Paul Mutson
behind the desk at each of the studios,
felt the sessions ren remarkably
smooth. "Itjust went well,” says Danny.
“We recorded for two days. The third
day we did a little bit of fixing up here
and there and we layed the strings on
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the Ray Charles song that we did
in LA

The L.A. session took three hours.
Says Tony, "Itjustall fell into place—it
was a very nice experience—no head-
aches. Ray Charlesis a genius. When
we recorded James Taylor's tune, 'Ev-
erybody Sings the Blues,” he did it in
three takes. I'd never seen anything
like it. He hears so quickly.”

The record was mixed in four days
at CTS Studios, in Wembley, England,
on a Neve DSPdigital console. "When
we mixed on the DSP, it was the first
time I'd worked behind a digital desk,”
says Danny. "On the DSP you're think-
ing on a vertical plane, rather than a
horizontal one. There's really not much
to the face of it. I think that's what
strikes people right off the bat. After
getting familiar with the thing, your
imagination goes wild, of course. Rath-
er than having the EQ and the pan
pots and everything over each chan-
nel, you're just looking at two ‘soft’
knobs on each channel, which you
assign a little like the PCM 70. You
could actually do all your mixing just
sitting over to the left side of the desk
by the keypad, with one fader, if you
like. I love being able to sit in the
sweet spot and adjust any channel
without having to move from that spot.”

Mastering began with Bob Ludwig
at Masterdisk in New York City. "They
had just gotten in the Direct to Metal
so we decided to go with it,” Danny
notes. "We had a separate digital mas-
ter for CD, LP and tape. Then we went
out to Terre Haute, Indiana, to the CD
plant [Digital Audio Disc Corp.]. We
did some sequencing and final mas-
tering out there.”

The new CD market is something
Tony welcomes to add new life to his
rich catalog of hits. Many of those rec-
ords are already in the process of
making the transition to CD. "They
stand up just fine. The records were
made with top quality. We never take
an obsolescent approach at all; they're
made to be ‘collectors’ items.” ”

Long acknowledged as one of the
world's great singers, Tony still loves
his craft as much as when he started,
an attitude that is certainly inspira-
tional to those around him. "I think it's
a matter of being blessed with the abil-
ity to combine business with pleasure,”
he says with characteristic modesty.
"It you've got that going, youdon't get
tired of it. Even if something doesn't
work out, you get some rest and come
back the next day and you start all
over. But you have tolikeit. And if you
don't like it, you're in a lot of trouble,
because the hours neverend and you
can't go away for the weekend and
run away from it all. I just never tire
of it n
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At The Ranch, you’ll receive
all of the facilities that
State-of-the-Art implies,
with a touch of Southern
hospitality, that only
experience can

appreciate . . .

:RANCH

In Manhattan
A 24 track Recording Studio

1-212-741-0784
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TAPE MACHINE
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Neve V Series Console

The new V Series from Neve (Bethel, CT) is a 48 bus,
multi-track music recording console available in 36, 48,
or 60 channel frame sizes. The V Series has high input
headroom, unique Neve Formant Spectrum equalization,
and 8 mono/4 stereo auxiliary sends for more effects
paths during mixdown. Additional benetits of the Neve
board are choice of metering options, an independently
assignable patch section, and a structural design ena-
bling breakdown for simplified installation and relocation.
The board also features Master Status controls for input/
output and fader setups, allowing single or split console
operation, and Necam 96 automation is available as an
option.

Circle #131 on Reader Service Card

Ibanez Stereo Digital Reverb

New from Ibanez is the SDR 1000 digital reverb, offering
true stereo operation with 16-bit linear parallel digital proc-
essing. The eight available modes—hall, room, gate, re-
verse, dual delay, auto panning, and dual reverb—form
the basis for the 30 factory presets and 70 user patches.
Programmable parameters include: reverb time, pre-delay,
early reflection time/level, room size, gate time, feedback
controls, and a stereo 4-band EQ. Presets can be recalled
via MID], the front panel controls, or an optional IFC60
remote controller. Both +4 and -20 input/outputs are
provided (switchable), as are MIDI in and thru terminals.
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MPC-3000 Mic Preamp Card

The Hardy Company of Evanston, IL, is offering a re-
placement mic preamp card for Sony MXP-3000 series
consoles, which according to the manufacturer, offers im-

proved performance over the stock preamps. The new
MPC-3000 card features a 990 discrete op-amp (said to
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be quieter and faster than the stock 5534 device); DC
servo and input bias current compensation, which elimi-
nates all coupling and gain-pot capacitors; and a Jensen
JE-16-B input transformer. The MCP-3000 is priced at
$249, including front panel and knobs.
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AKG D-112 Kick Drum Mic

AKG Acoustics Inc., of Stamford, CT, has introduced the
D-112, a new microphone developed specifically for cap-
turing the natural punch, quick attack, and high sound
pressure levels of bass drums. The mic's frequency re-
sponse (20-17k Hz) is tailored for kick drums, without the
need for the MF and HF equalization usually employed in
such applications. The D-112 has a balanced, low impe-
dance (210 ohm) output with XLR-M connector, handles a
maximum SPL (estimated) of 168dB, and includes a SA 40
mic stand adapter.
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Furman RV-3 Digital Reverb

Unveiled at last month’s NAMM show in Chicago, the
Model RV-3 from Furman Sound (Greenbrae, CA) is a
digital reverb system offering two plates, two rooms, and
two halls, along with gating and reverse effects. By vary-
ing front panel controls (reverb type, decay time, pre-
delay, position and rolloff), a total of 512 distinct settings
are possible. The RV-3 has a $599 list price, and manufac-
turer specs include a signal-to-noise ratio of 79dB and a
14kHz bandwidth.
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First Order Effects for SP2016

First Order Effects (New York City), an independent
developer of effects software chips for the Eventide 2016
digital reverb/signal processor, has announced four new
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programs: small room, inverse reverb, moving reverb,
and sync'd repeats. The small room and inverse (back-
wards) reverb effects are included on a single EPROM
priced at $149.99. Moving reverb (causing reverberant
echoes to move in selectable patterns across the stereo
space) and sync'd repeats (a repeating delay line which
synchronizes itself to a musical rhythm) are also combined
on a single chip, but priced at $89.99. Numerous other
programs are slated for release in the near future.
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Amek APC 1000 Console

Shown for the first time in prototype form in 19885, and
now available for delivery, the APC 1000 Assignable Pro-
duction Console from Amek (North Hollywood, CA) util-
izes a new design approach which offers a maximum
amount of control flexibility to meet a wide range of mixing
applications. Rather than being locked into a fixed in-line
or split monitor design, the APC 1000's channels can be
dedicated to serve whatever functions desired by the
operator. Other features include: centrally assignable (and
stored in internal RAM) input channel switch functions,
such as bus assignments and EQ in/out; on-board memory
for storing entire board setups (expandable to hold up to
99 setups); standard VCA faders, which can be interfaced
to the Audio Kinetics MasterMix computer (a GML mov-
ing fader system is optional); and eight mono and four
stereo buses available from each input.

The APC 1000 can be ordered in a variety of configura-
tions, and options include a "recall” system for the storage
of rotary potentiometer settings, and individual dynamics
control sections.

Circle #137 on Reader Service Card
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Rane SP-15 Parametric/Notch Filter

The SP-15 Studio Parametric Equalizer and Notch Filter
from Rane (Mountlake Terrace, WA) features five inde-
pendent, fully parametric bands in a single rack space
unit and provides a dynamic range of 120dB, THD under
0.009%, and bandwidth ranging as narrow as 0.03 octaves
for deep notch filtering. According to the manufacturer,
the SP-15 was designed specifically for the needs of digital
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recording, utilizing Harris 5104-5514 and Analog Systems
Super Audio op-amps, audio grade polycarbonate capac-
itors and 1% metal film resistors in a fully-symmetrical,
minimum phase filter design. The SP-15 lists for $598.

Circle #138 on Reader Service Card

Simmons SDS1000 and TMI

Simmons Group Centre, Inc. (Calabasas, CA) has un-
veiled several new products in their expanding line of
electronic percussion. The SDS1000 is a programmable
five piece drum kit capable of producing both digital and
analog sounds via the striking of Simmons latest “floating
head” pads. Ten different drum kits (five factory, five user
programmable) are available at the touch of a switch. A
number of parameters (including filter, pitch, band, decay,
noise and click/ accent) can be adjusted to suit individual
tastes and a "'second skin”’ control synthesizes the sound of
either single- or double-headed toms. The SDS1000 is
priced under $1,000, including pads, cables and brain.

The Simmons TMI is an eight channel trigger-to-MIDI
interface unit for electronic drums of all types (including
the SDS1000), with up to 50 programmable patches for
MIDI note, channel, and program number assignments.
The TMI is priced under $400.

Circle #139 on Reader Service Card

Kawai Digital Wave Memory Synth

New from Kawai America (Harbor City, CA)isthe K3, a
61 note, pressure and touch responsive synthesizer which
uses stored digital waveforms as the primary source for its
100 programmable patches. The stored waveforms can be
assigned in combination with the K3's two digital oscilla-
tors, or user-programmable waveforms can be entered
and stored in internal memory or external RAM cartridges.

Programming features include low-and high pass fil-
ters, VCA and VCF envelope generators, and an LFO
assignable to six parameters. Other features are: built-in
chorus and delay, programmable portamento, and full
MIDI implementation. The unit in the photo is shown with
the optional Wave Table Editor/Tone Patch Editor-Librarian
system designed by Hybrid Arts for the Atari 130XE com-
puter, which is available through Kawai MI dealers. A
system based on the Atari ST computers will be offered in
the near future.

Circle #140 on Reader Service Card
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TOA K1, K2 and K3 condensers.

TOA J1, ]2, and J3 dynamic microphones.

TOA Microphones

by Michael J. Graphix
and Kaj Kline

Microphones have alwaysbeen con-
sidered the primary, as well as key
link in any audio system. Each type:
dynamic, ribbon and condenser, serve
specific functions due to their inher-
ent qualities. TOA Electrenics, an
emerging company involved in the
manufacture of commercial and indus-
trial audio products has introduced a
new line of microphones to meet the
high demands of the audio profession-
al. These microphones fall into the
medium-range price category.

Linear Sound Systems, Oakland,
California, tested these microphones
in live applications under a variety of
conditions: rock and roll (Greg Kihn),
heavy metal (Laaz Rockit), R&B/soul
(Bo Diddley, Kendricks & Rulffin, Sta-
ple Singers), and vocalist with backing
rhythm section and orchestra (Eartha
Kitt). The microphones tested were the
J1, ]2 and ]J3 dynamic microphones
designed for vocal applications, as
well as electric musical instruments
and acoustic drums; and the K1, K2,
K3, K4 and KY condenser micro-
phones.
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Qur overall favorite from the entire
selection was the KY condenser mic-
rophone (cardioid pick-up pattern).
The microphone itself is extremely
small and unobtrusive, with the mic
clip/electronics module integrated
into a common unit. A miniature inter-
connect cable links these two com-
ponentsand a 15-foot extension is pro-
vided for separating the mic and elec-
tronics. The KY requires phantom pow-
er(12-52 VDC), and is activated via a
switch on the electronics module. A
red LED indicates a "live” mic status
(a feature that we found extremely
helpful).

TOA Microphone
List Prices

Dynamics: Condensers:
J1 $149.50 K1 $149.50
]2 199.50 K2 249.50
13 19950 K3 249.50
K4 42950
KY 499.50

All interchangeable capsules
(KFV, KMV, YFV, YMV) are
$259.50 each.

The KY exhibits exceptionally flat
response from 30Hz to 20kHz, with a
slight presence peak centered on
8kHz, with an approximate bandwidth
of two octaves. Our first application
consisted of using this mic asan over-
head or an acoustic drum kit. It ex-
hibited similar characteristics to that
of a higher priced condenser, such as
the AKG 414. The resultant response
was smooth and transparent. The KY
is a very sensitive receptor, but will
handle extremely high SPL levels at
the capsule. We endeavored to try
and overload the capsule without suc-
cess. We also used the optional YFV
capsule (which is easily changeable
in the field), on the KY for a podium
mic with fabulous results. The KY was
able to handle speakers using the mic
from a distance of up to six feet, and
yet worked well when certain speak-
ers jumped right on the mic, lips
pressed to the capsule without resul-
tant "P" pops or breathing noise. Han-
dling noise with this microphone is
nonexistent.

Ourrecommendations for practical
usage of this microphone are: (1) as
an overhead for acoustic drums in
medium. to low-level applications. In
high SPL situations (e.g. heavy metal/
loud rock and roll), the KY cardiod
pattern was still too wide and tended
to pickup off-axis signals (e.g. quitar
amplifiers, stage noise, etc.) causing
discoloration in the resultant output
due to excessive bleed. A capsule with
a hyper-cardioid pattern, used closer
to the source would be preferable; (2)

MIX VOL. 10, NO. 7



as an acoustic piano mic; (3) for area
miking for large orchestras, and/or
horn sections; and (4) as an overhead
for percussion sections.

The K1, K2, K3 and K4 condenser
microphones are quite usable in those
applications where condenser mics
are considered standard (e.g. over-
head, high-hat, strings, acoustic gui-
tar). They can be considered as equita-
ble substitutions for the likes of the
Shure SM-81, AKG 452 or similar.
They offered flat response throughout
the audio bandwidth. Again, these
mics require phantom power, and in-
clude an on/off switch and a red LED
“status” indicator. The K1, which can
be either battery or phantom powered,
features a three-position switch to acti-
vate a LF roll-off at 100Hz. The K3 also
has the same 100Hz roll-off preset
within the microphone electronics.
The K1, K2 and K3 all exhibit slight
HF presence boosts between 6kHz
and 8kHz, but are otherwise flat to
20kHz.

The K4 has interchangeable cap-
sules for use under differing circum-
stances. The standard KMM capsule
is flat down to 30Hz, with a presence
boost at approximately 8kHz. The KMV
and KFV capsules, designed for male
vocal and female vocal respectively,
have LF roll-offs at 300Hz. The K4
worked reasonably well as a vocal
microphone, but is not wholehearted-
ly recommended for such applications.
“"P” pops and breathing noises were
evident, and slightly off-axis response
was mediocre. This microphone did
lend itself quite well for medium dis-
tance horn miking applications, such
as trumpet or trombone, but not as
well for saxophone. It also worked well
on acoustic piano and acoustic guitar.
We also used the K4 in conjunction
with a Crown PZM on a seven-foot
concert grand piano with favorable
results.

TOA KY (left) and K4 condensers.
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The]1, ]2 and ]3 microphones had
very similar characteristics compared
to each other, and sounded remarka-
bly like the Shure SM-57 and SM-58.
Performers seemed to like the shape
of the mics for handholding, and the
non-reflective matte grey finish is quite
pleasing and unobtrusive. Handling
noise seemed nonexistent, and it han-
dled various vocal requirements quite
admirably. The windscreens included
with the mics worked well, but are
rather large and unsightly compared
to the slim design of the barrel. A dis-
tinct advantage to the windscreens is
that they are constructed of metal and
plastic (without the foam insert that
many other manufacturers employ)
which facilitates easy cleaning with-
out having extended drying time.
Foam inserts have a tendency to retain
odors (smoke, bad breath) from the
previous vocalist, a less than desirable
attribute. We did not have the oppor-
tunity to test these windscreens in an
outdoor application to evaluate their
rejection of wind noise, but the nature
of the architecture would indicate that
they would perform quite well.

The ]2 performed well on snare
drums, rack/floor toms, and electric
quitar cabinets. The 13, though recom-
mended for a kick (bass) drum, was
too boomy for heavy metal or rock
and roll applications, but would prob-
ably work fine for jazz drummers. Re-
garding miking drum kits for jazz ap-
plications, one of the nicest combina-
tions found was using the J3 for the
kick drum and the KY as an overhead.
The result was a full-sounding drum
kit, with a pleasing natural reverber-
ant sound due to the distance of the
mic from the tom heads. The low fre-
guency response of the toms was solid
and tight while retaining the crisp, airy
resonance of the cymbals.

In conclusion, TOA can be proud
of their current line of microphones.
They all performed within reasonable
expectation of the printed claims in
the instruction manuals enclosed with
each unit, with some performing ex-
ceptionally as noted.

One of the most positive attributes
of the new TOA line actually has noth-
ing to do with microphone perform-
ance. TOA has finally built a mic clip
worthy of placing a micon. The actual
clip is made of a soft, but firm rubber-
like material that is extremely resilient.
The clip held the mic firmly, even after
repeated stress on the clip. The screw-
on baseisfinely machined metal, with
a baked enamel finish matching the
microphone and the TOA logo in re-
lief. A clip of this construction should
be almost impossible to break during
the rigors of touring usage. Hats off
the TOA for this minor but well over-
due development. |

e art of
shanng sound.

SONEX is a high-performance
acoustical foam that upgrades your
studio inexpensively. Ideal for a
temporary isolation booth, it can
also eliminate slap echo and harsh
relsonances in the main room or
silence noisy tape equipment in
the control booe(}el e
Write for our
color brochure

today.

2049 West Broad St.
Richmond, VA 23220 (804) 358-3852
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a reputation of quality—

ecustom products

e equalizers

o the 2520 OP-AMP

e distribution amplifiers
e microphone pre-amps
o replacement parts

Fle Use

CAD/CA
Plus these new products:

« 5502 Dual Four Band Rack
Mount 550A EQ

« 940M Motorized Servo Fader
« 318a distribution amplifier

api audio products, inc.

——
79 d, 153

Vork, NY 10016

Westlake

westenm representative



SOUND ON STAGE

ONE YEAR LATER:

LOOKING BACK AT
BRITAIN'S LIVE AID

Viewers and
listeners were
shielded from 99
percent of the local
difficulties, which
ranged from little
or no rehearsal to
total power failure.
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by Barry Fox

This July sees the first anniversary
of Live Aid—televised to 1.6 billion
viewers in 156 countries, it earned
nearly $100 million for famine relief.
Bob Geldof has been showered with
music industry awards and nominated
for the Nobel Peace Prize. The British
pubiic has been watching with inter-
est to see whether its government will
bite the bullet and give the {eisty Irish-
man one of its quirky titles or “honors,”
like OBE or MBE, or perhaps even
make him "Sir Bob.” The official line
so far has been no award, because
Bob is Irish not British. But that excuse
doesn’'t wash. The Japanese boss of
Sony’s TV tactory in Britain has already
been awarded the OBE.

The world has been watching and
waiting fora Live Aid souvenir record-
ing. Without doubt, this would gener-
ate considerable extra funds for Africa.
On a purely technical level, however,
it would present some daunting prob-
lems. A cool look back row at how
Live Aid happened, or more accurate
ly almost didn thapren, puts the ques-
tion of a souvenir album in perspec-
tive. Already there are attempts at re-
writing history.

PHOTO: BARRY FOX

Live Aid was, first and foremost,
a global television event where
what went out over the air was
more important than what
stadium spectators saw.

What follows is based entirely on
facts gathered first hand in London,
from the BBC engineers and sound
crews who made the apparently im-
possible happen. The BBC's own in-
house engineering magazine summed
up the situation after the event. "View-
ers and listeners were shielded from
99 percent of the local difficulties
which ranged from little or norehears-
al to total power failure.”

The British firm Malcolm Hill Asso-
ciates were responsible for the Wem-
bley sound. MHA rigged and con-
trolled the PA. The BBC engineers took
their TV and radio mic feeds from
MHA. Although only a few people
knew it at the time, MHA and the or-
ganizers at Wembley Stadium were
working under legal threat from local
government health inspectors!

Bruce Springsteen had played con-
certs at Wembley the week before.
Health inspectors warned Wembley
ahead of Springsteen that there had
been objections from local residents
about concert noise. The limit for
Springsteen’s concert was set in ad-
vance at an LEQ for 15 minutes of
96 dBA and peaks of 104 dBA. During
the concert, local government watch-
dogs measured peaks of 112 dB and
15 minute LQ averages of up to 106
dB. The whole concert had an LEQ of
103.5 dB, which is 2.5 dB above the
GLC LEQ limit.

The health inspectors told Wembley
they would prosecute if Live Aid was
too loud. So the Wembley manage-
ment warned the Live Aid organizers
that they had to keep the sound level
down. The instruction that came down
to Malcolm Hill wasn't the usual “try
to keep them happy;” it was an unam-
biguousedict. "Don'tever let the sound
level peak above 103 dB.” Unfortun-
ately the bureaucrats also put a cur-
few on the concert of ten o'clock, with
an eight o'clock curfew on the re-
hearsal day, Friday. This had unfor-
seen results.

Contrary to popular misconception,
a lot of the bands working at Wembley
did rehearse. MHA set up a monitor
system in a film sound studio outside
London for the Saturday, Sunday, Mon-
day, Tuesday and Wednesday before
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KLIPSCH HIP-2 PICTJRED ABOVE

Packs A Punch, Packs In Your Trunk,
The New KLIPSCH HIP-2

Frhrow away your book on
loudspeaker logic. No lorger does big
sound require a big speaker. Not since
the KLIPSCH HIP-2.

Here is an extremely rugged,
high output speaker system that de-
livers 100 dB one watt one meter
sensitivity and a phenomenal 122 dB
total output at 150 watrs.

Here is an extremely rugged,
easy-to-carry speaker system that
drops neatly into your trunk or back
seat and positions quickly on stage.

These qualities make the HIP-2
an excellent choice for the real world
of the performing musician — the
hurry-up, move-it-in, move-it-out,

one-night-stands in small to medium
sized clubs and halls.

The HIP-2 is horn loaded in
the tweeter and midrange sections for
sparkling clarity, low distortion, anc
wide dynamic range. The woofer is a
12" (30.5 cm) direct radiator mountec
to a 77 ounce (2.2 kg) magnet
operating in a vented cabinet for
tight, clean bass.

The input panel is fused for
maximum driver protection. The cab-
inet is coated with black texturec
lacquer, trimmed on all corners for
improved durability and appearance
and comes with a recessed handle for
ease of carrying.

All in all, a very well-conceived

speaker system that sounds very good.
To hear the new KLIPSCH HIP-2 for
yourself, visit your nearest KLIPSCH
Professional

Products dealer.

Look in the

Yellow DPages

or call toll free

1-800-223-3527.

The new

KLIPSCH HIP- 2,

A little over two

cubic feet in size.

122 dB maximum

output. 65 Hz -
20 kH: + 4dB.

A LEGEND IN SOUND™

P.O. BOX 688 « HOPE, ARKANSAS USA 71801
Circle #079 on Reader Service Card




the concert. The idea was to let the
musicians familiarize themselves with
the on-stage monitoring they would
have at Wembley. Some groups, like
The Who, were very businesslike. They
were there half an hour before a ten
a.m. start, all set up and ready to go.
Others seemed to forget that the re-
hearsal service was free. "Get two mon-
itors” their roadies would shout at the
sound crew. The crew bit their tongues,
thought of Ethiopia, and let it go.

On Thursday, the gear went out to
Wembley and on Friday there were
sound checks all day. By the time of
the eight p.m. curfew, the 150 kilowatt
PA system was equalized to the stadi-
um. The engineers went home, leav-
ing guard dogs on the site to deter
anyone with less than charitable
thoughts. After they left, the stage
hands hung the Live Aid drapes over
the side of the stage, in front of the
loudspeaker stacks. And the trouble
began...

The drapes were of coarse weave,
to let the sound through. A team of
volunteer artists helpfully painted the
Live Aid logo on the open weave. Un-
fortunately, they used thick poster
paint! When the sound crew arrived
on the morning of the concert, they
found a wall of paint, like an extra
dead diaphragm, in front of their speak-
er stacks. After re-equalization, every
amplifier for the HF units was running
at maximum gain, well into the red.
The cooling fans came on and stayed

on. A string of drivers needed refur-
bishing.

As the concert began, a team of
local government health inspectors ar-
rived. They stayed and continually
monitored the live sound level.

The sound level stayed below 103
dB, so no one prosecuted Wembley
for Live Aid. When I phoned the local
government office afterthe event, their
PR department put a rather different
slant on things. "There was of course
no intention of taking legal action on
the Live Aid charity concert,” they as-
sured me with benign gloss.

The day started with five radio mics.
But then, helpfully, bands brought
their own. Inevitably, there were fre-
guency clashes. There was also taxi-
cabbreakthrough. Engineers unfamil-
iar with radio mics switched them on
and off without first checking that the
mixing desk faders were down. There
was one enormous clunk through the
PA when a mic was switched off with
the fader full up.

Even with the faders down, receiv-
ers left on caused problems. When a
receiver hunts at maximum gain for
no signal, it can unload up to one volt
of garbage down the line which even
with the faders down and 70 dB of
crosstalk separation on the desk can
generate 500 watts worth of back-
ground mush. The floating population
of radio mics meant that there was no
organized color coding. An artist
would grab a mic and expect the

Bob Geldof (left) helped pull the extravaganza together and played
with both the Boomtown Rats and other performers.
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sound crew, as if by magic, to find the
right fader by instinct. Mics died, as
their batteries went down. The final
singsong is marred by a chaotic scram-
ble to find mics that worked. But as
Bob Geldof said: “If you are going to
cock things up, you might as well doiit
in front of two billion people.”

Malcolm Hill recalls how, like Topsy,
the eventjust grew. The first rumblings
of Live Aid began in early June. Hill
was approached on June 19. They told
him it would just be a gig at Wembley
Arena (an indoor hall)—a live version
of the charity single with some big
names doing party pieces, mainly with
guitar and voice.

There was a plan to cover the cozy
concert with BBC radio, and perhaps
record it on video for later TV trans-
mission. Then came the idea of a re-
volving stage. But even at that time,
towards the end of June, the idea was
still for a fairly relaxed event. What
turned it into a megabash, was the
decision by The Who to re-form. After
that, everyone who had previously
been rather disinterested, suddenly
wanted to play.

The BBC had to struggle to get two
outside broadcast vans, let alone the
three that would have been ideal for a
three-stage setup. The gaps between
bands dropped from 15 minutes to ten
minutes. As more groups joined in,
the gaps dropped further to around
nine minutes. Some people inside the
BBC couldn't see what the problem
was. They thought of it as a drama
production, with several stages to pan
across. Malcolm Hill admits that at
this point he was desperate. "I almost
backed out a few days before. It was
getting ridiculous. They kept on add-
ing more and more people,” he recalls.
"l said either we do it my way on the
running order or not at all. They kept
on wanting to put small acts on at the
front of the stage while the main act
got ready out of sight.”

Hill got his way and took an Apple
Mac XL computer to Wembley. It was
the only way to cope with the ever
changing running order and the com-
plicated mic setups demanded by
some bands. Some people did get out.
Inside the BBC, a few people sudden-
ly took leave. Quite a few engineers
smelled disaster. They didn't want to
be part of it. But most worked over-
time, donated their pay and were em-
barrassed to hear how some of their
efforts sounded over the air.

As The Who started playing, their
image on TV froze into a digital skele-
ton. The sound died and both London
and Philadelphia went into panic. The
loss of pictures and sound was due to
a power failure, with the local Wembley
substation tripping under the load.
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Funny, It Doesn'’t
Look Like A Mixing Console.

Or a synchronizer. Or aven a splicing
block. But the new CASS 1 Computer-
Aided Sound System lets you edit and
mix like never before.

With a powerful computer that
provides you with both audio console
fader automation and computer-
assisted audio editing for film and tape.
All in one system.

CASS 1 lets you breeze tarough
mixing and editing with innovative new
features like up to 32 automated faders
and 4-band parametric aqualizer
modules.

And to help you integrate the mix
to the picture, the system accepts and
generates CMX’s Edit Decision List

with SMPTE time code, which auto-
matically remembers all editing
information.

CASS 1 also remembets the initial
mix, and then allows you to selectively
update fader positions fcr up to
100 mixes.

CASS 1 lets you simultareously
control up to 6 ATRs and 14 other
sources, right from the keyboard. So
you can mix your entire soundtrack
with more precision and creativity than
ever before. Using only one operator to
control the entire system.

For more information on CASS 1,
call us at 800/932-3400 (outside
California), 800/982-3400 (in Califor-

nia) or 408/968-2000 (outside U.S.).
CMX Carporation, 2230 Martin Ave..
Santa Clara, CA 95050.
TLX: 910 338 2175.

CASS 1 Computer-Aided Sound
System. it doesn't look like a mix:ng
console hecause it's so much more

\embarof the Chyron Group —

\I.mm THE FUTURE

Circle #144-0onReader Service Card




SOUND SYSTEM
sl OB & A J
BUZZ
ITS TOO BAD YOU
CANT ALWAYS KEEP IT CLEAN

BUT NOW
ITS ONLY TEMPORARY
INTERFERENCE WITH

MODEL PS-1 /i."k" ;'E,
=

The painted stage backdrop was

In addition to reducing RFI the PS-| can also discovered early on to mu[f]e tbe
protect your sound reinforcement equipment

PHOTO: BARRY FOX

-

from: sound.
HIGH VOLTAGE TRANSIENTS
UNEXPECTED POWER UP TRANSIENTS
IMPROPER LINE POLARITY
. - Why, you may ask, did the stadium
ﬁ B linear & d'QItaI lights and the sound system stay run-

o . ning? When the MHA sound crew
S checked the Wembley mains before
B 46 marco lane rigging their system, they found the

centerville,0h.45459 i, phases were of uneven voltage
and the neutral line was 9 volts above
earth. We're not using it, they said,
and called in a generator. The lighting

Circle #080 on Reader Service Card

DeCUIR crew also used a diesel. The BBC de-
SAMPLE CASE cided that the mains was secure. As it
COMPANY turns out, they were wrong.

The pictures frozen on screen

LOS ANGELES, CALIFORNIA .
" " around the world were the images
EXCELLENCE WITHOUT EQUAL locked in the various digital frame

Your only source for the finest in stores routinely used along the trans-

:(y)gtne?nesr,‘calr?\spu::cs:l(fg,rrgéﬁ.lt ors and mission route. Nothing can repair the
speaker cabinets when quality and damage done bY that five minute shut
affordability counts. All solid core down. Every audio and video tape
g'rgm?gg\f:oarr‘;tertug:)i\?enri:m?ora rug made of The Who's reunion has a
ged performance. Most ?nodels chunk missing from the middle.

come complete with fiberglass, Incidentally, the BBC was thrilled
phonejacks and recessed handles. by the way the SSL desk computer
ggggﬂg}gg’ iﬁotr;‘s.frﬁxcste;j i"go m- methodically resetitself when a stand-
plete line of guitar and band in- by generator cut in after the power
strument cases are also available. cut had "unset’ each channel. " re-

member the old days,” said one engi-
neer, "when all the faders were me-
chanical and in a power cut, they
stayed just where they were.”

The revolving stage in Philadelphia
was turned by 28 men with barge
poles. The one at Wembley was turned
by a motor and windlass. This meant
that it could only turn 360 degrees
and then had to goback againin a tull
circle. The point of the revolving stage

WHOLESALERS & DEALERS ONLY was to cut down on the set up time
DeCulr Sample Case Company between bands. With the stage area
4012 So. Broadway P. divided into three, one band could set
Los Angeles, CA 90037 up, while another performed and an-
Tel. (213) 233-4184 other quit the stage. This proved to be

fine in theory, but not in practice.
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The three sectors were too small for
a tull set of monitors. Forlarger groups
this meant that the monitors had to be
humped and balanced after the stage
had turned. Ideally, each of the three
stage sectors would have had its own
set of microphone feeds. This wasn't
possible because there were only two
BBC OB vans. So two mic sets (40
each) were used, which meant con-
tinual re-patching in a leapfrog se-
guence.

The need to turn the stage one way
tull circle, and then the other, confused
the leapfrog sequence. All this would
nothave been too bad, ifthe commun-
ication system, from stage to front mix-
ing desk and roving engineers, had
been reliable. It wasn't.

On the Thursday and Friday, all im-
portant crew were provided with VHF
walkie-talkies. In the relative calm of
the set updays, they worked perfectly.
But come Saturday, things did not run
so smoothly. Frequencies clashed, with
too many people trying to talk on the
same channel at the same time. To
make matters worse, a local taxicab
firm started to break through. Asaudio
engineers tried to tell each other when
the stage was ready toturn, and when
the mic feeds were patched and the
monitors set up, they would hear cabs
or lighting engineers.

Quite frequently, the only reliable
link between the stage and front mix-
ing desk was a hard wire intercom,
baby alarm style. But this could take
agonizing minutes to raise a response.
Lack of communication, together with
the cramped stage setup, explains
why Elton John went on stage with
unbalanced monitors and had to solve
feedback problems while playing. It
also explains why Paul McCartney
walked on stage in darkness, sat atthe
piano and started singing into a dead
vocal mic. No one was ready, but no
one knew it.

During the Sade set, viewers around
the world saw a saxophone playertry-
ing desperately to find a microphone
that worked. Spectators at Wembley
may have noticed that at the end of
the set, the sound engineers killed the
PA altogether for a few minutes. It was
the only time they had to do this. It was
necessary, to replace a main 54-way
multi-core cable. Someone, whois un-
likely ever to own up, bent the multi-
core patch to the BBC truck right back
onitself. Inside the cable, halta dozen
lines fractured. Six mics on stage went
effectively dead. Finding that fault in
the heat of the moment was no joke.

On otheroccasions, individual chan-
nels went suddenly and mysteriously
dead, and then sprang back to life.
That turned out to be caused by help-
ful stagehands plugging radio mics
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into the same channels as fixed mics.
The radio mic mutes the fixed mic.
With a bit of bad luck, it also starts
picking up taxicabs or background
chat. It's something you heard during
what should have been the delightful
set by Freddie Mercury and Brian
May of Queen.

The PA mixing engineer could not
simply route an input to another chan-
nel. That would have thrown the BBC
out back into confusion and left them
hurriedly re-patching the SSL desk.
What started off as a concert with pri-
ority for concert sound, ended up as a
concert with 100 percent priority for
the BBC and their broadcasts.

I asked Malcolm Hill whether he
would doit again and if so what would
have to be different. “Yes, of course I'd
do it again,” he said after moment's
thought. "I have to say that if I'm hon-
est. We could have done it the week
after, smooth as silk, because of all we
learned. But if ever it happens again,
whoever does it, things would have to
be different. A few hours rehearsal
would have sorted everything out.

"Normally at a concert, we have
minutes to spare,” he continued. “At
Wembley there was no time, just no
time at all, When there was a panic,
the wrong person would try and help,
and usually make things worse. Thank
heaven there wasn’'t much rain. No
one was ready for rain. For instance,
there was a gap in the roof just above
the stage monitor mixing desk. All it
needed was a chain of command and
enough time for a few rehearsals.”

Obviously, all the tapes of Live Aid
made by recording TV orradio sound
off-air, will be irreparably flawed with
the feedback, interference, gaps, miss-
ing mics and poor balance that was
heard live. Through sheer bad luck,
some of the major acts (The Who, Elton
John, Paul McCartney and the finale)
suffered worst.

The official BBCline at the time was
that, for contractual reasons, no tapes
were made—and certainly not multi-
track tapes. The organizers said the
same. But it wasn't true. There were
24-track machines in the BBC vans,
and they were used.

A week after the event, the BBC
owned up. Stuart Grundy, one of the
heads of BBC Radio, blew the gaffe,
apparently unaware of previous BBC
ofticial denials. Like all big organiza-
tions, the left and right arms of the
Beeb seldom know what the other is
doingorsaying. "The whole event was
recorded in 24-track by the BBC~
Grundy told a British magazine.

So there might just be a souvenir
album someday. But if there is, it will
need some pretty heavy overdubbing
to repair the faults. n
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M-M-MEGATRAGKS!

Secrets of Multiple Multi-tracking

by Bruce Nazarian tracks that were needed. For high-
budget pop recordings, 48-track auto-
Do you know there are recordson  mated mixdowns seem to be increas-
the market that have been made with  ingly the norm ratherthan the excep-
the equivalent of hundreds of tracks  tion. This month, In Sync will unlock
of audio? Records produced with mul- some of the multiple multi-track se-
tiple layers of doubled background crets that the hit-making producers
vocals, stacks of keyboards, and fat,  and recording engineers have been
powerful guitar sounds that can only  using. We will explore how SMPTE
be achieved by multiple doubling.  makes this possible, and why these
Even "We Are The World” was re techniques have been developed.
corded with not one, but two 32-track To help provide technical details this
recorders slaved together with SMPTE, = month, [ have enlisted the assistance
to accommodate the large numberof  of an old friend who is no stranger to
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48-track recording: Steve Klein, for-
mer senior engineer of Miami's Criter-
ia Recording Studios. Steve has had
years of experience with 48-track pro-
cedures, gained while working with
some of the most successful produc-
ers and recording artists. In the years
he spent at Criteria, Steve has engi-
neered sessions for the Bee Gees, the
Bellamy Brothers, Eric Clapton, Rick
James, The Police, Kenny Rogers &
Dolly Parton, and more—a veritable
who's who of the recording industry.
Steve now lives in L.A. and pursues
an active career as an independent
engineer and producer.

Some Basics

Before you can begin to utilize these
technigues for your own productions,
you need to understand what is actual-
ly being done. To help with this, let's
define some terminology right away:

Megatracking—My term for any
process involving a multiple multi-
tracking technique, with any number
of tracks as the final result. It may be
16-track using two half-inch 8-tracks,
or even 64-track using two 32-track
digital recorders. The nominal setup
is 48-track, using two 2-inch 24-track
machines. For clarification, I will refer
to each megatrack configuration by
the total number of tracks of both ma-
chines, i.e, 32-track, 40-track, 48-
track, etc.

Master Recorder—The multi-track
recorder that is designated as the con-
trolling recorder in the system. The
speed of this machine is constant at
either 15 or 30 ips. The synchronizer
will use this machine's SMPTE time
code as the reference.

Slave Recorder—The multi-track re-
corder that is the controlled recorder
in the system. The speed of this ma-
chineis controlled by the SMPTE syn-
chronizer, and varied to keep the slave
machine in perfect lock with the mas-
ter machine at all times. (Note the cap-
stan control line in Fig. 1.) Every two-
machine configuration must have a
designated master and slave.

Master Reel—The multi-track pro-
duction reel containing the original
rhythm tracks, as well as any SMPTE
time code and/or computer sync
tones used in the original production.
This tape is recorded on and used by
the master machine.

Slave Reel—The multi-track pro-
duction reel that is generated by mak-
ing a duplicate of some or all of the
original masterreel's audio tracks and
SMPTE time code. These reels will be
used to build layers of overdubs.

Why Megatracking?

The recording industry has always
been obsessed with the concept of
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more. After Les Pauls’ successful intro-
duction of the 8-track recorder, it
wasn't too long before someone fig-
ured out a way to narrow the head
gap and put 12 tracks of audio on the
same size tape. Twelve-track record-
ing wasn'teven really in before it was
out, and 16-tracks on 2-inch tape be-
came the industry standard. Later, af-
ter 24-track recorders were intro-
duced, studios played yet another ex-
pensive round of the high-tech game
called “follow the technological lead-
er’ (sometimes called “upgrade fe-
ver”). This is not to say that the larger
recorder formats were without merit.
More tape tracks allowed more use of
separate miking, which helped to in-
crease isolation. With more tape tracks,
the producer's options are expanded
giving him the flexibility to be more
creative with the artist. More tracks
allowed more experimentation before
commiting to a final performance on
a part. The race for more tape tracks
finally came to a screeching halt a
few years ago. Steve Klein relates the
story of how MCI (the South Florida
pro audio manufacturer recently ac-
guired by Sony) tried to develop a
32-track analog recorder using 3-inch
tape. Although the idea was sound
(no pun intended), the problems of
structural rigidity, reel motor torque
and size, and the sheer weight of a
reel of 3-inch tape made the format
impractical. The machine never went
into production.

Butthe drive for more than 24 tracks
did not diminish. Since it seemed that
the practical limit for analog tape re-
corders had been reached, the answer
had to be something else. With the
advent of SMPTE, and the develop-
ment of SMPTE-based chase-lock syn-
chronization, it was just a matter of
time before someone perfected the
means to lock together two 24-track
recorders. Megatracking (multiple
multi-tracking) was born.

SMPTE Locks 'Em Up
Megatracking takes place in a va-
riety of different techniques, as we will
see, but there is always one common
link: at some point in each technique,
two multi-track machines, usually 24-
track, are locked together with a
SMPTE synchronizer. This configura-
tion is commonly called “48-track
lockup.” In actuality, only 46 audio
tracks are available to use because
one track of each machine is used for
SMPTE time code. (Fig. 1 shows how
the two machines are integrated into
a system, using a SMPTE reader, re-
mote controller, and chase-lock syn:
chronizer.) In this system, the time
code from both master and slave ma-
chines is fed into the SMPTE synchro-

nizer. The synchronizer calculates the
difference between the two codes
(called the “offset”). Since the synchro-
nizer is in direct control of the slave
machine’s transport, it can speed it up
or slow it down to keep the offset at
zero. This activity happens every sec-
ond that the tape is rolling, and, when
the system is functioning properly, is
transparent to the users.

Master and Slave Reels

Regardless of which technique is
being used, both master and slave
reels must contain the SMPTE time
code, so that the SMPTE synchronizer
will have the means to lock the two
machines together. This is usually re-
corded on track 24 on both the master
reel and the slave. In the least compli-
cated setups, the time code on both
reels will be identical. Steve points out
that this is the first area where prob-
lems can be avoided: "To be sure that
all slaves are compatible with the mas-
ter, time code for all master and slave
reels should be recorded on the mas-
ter recorder. Do not record the slave
time code on the slave machine if it
can be avoided.”

This is subtle, but important—any
slight differences between the master
and slave time code may cause prob-
lems later on while trying to lock up.
Worse, the problem may only surface
after you are well into using that reel
of tape. That is definitely the wrong
time to discover a problem!

In addition, Steve cautions: "Don't
dub the time code directly from the
master reel to the slave reels. Regener-
ate it with a code re-shaper or jam
sync some new code instead. The ac-
curacy of SMPTE depends on the
reader’s ability to properly decipher
the timing transitions encoded in the
time code. Using anything other than
first generation time code can make
the SMPTE reader's job difficult, and
may cause loss of lock.”

It's been my personal experience
thatsecond-generation code may func-
tion adequately at play speed, or for
use with a MIDI “clock box,” but may
not be suitable for the high-speed
searching that is used in a lockup.
Every additional generation that the
code is dubbed down degenerates its
integrity even further, rendering third-
generation code pretty useless. Wheth-
er you are duplicating existing time
code, or recording new numbers, take
the few extra minutes that are neces-
sary to record first-generation code.
Itll be worth it in the long run.

Multiple Slave Reels
In some cases, it may be desirable
to use more than 46 tracks for the

—CONTINUED ON PAGE 170
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YEDEO NEWS

by Elizabeth Rollins

Shipping This Month:
New Hardware and Software

Production facilities planning low
to mid-end upgradable editing suites
take note: the CMX 336X Lintroduced
at April's NAB is being installed this
month in several production and broad-
cast locations. For a base price of
$30,000, the system includes a con-
troller and three VTR interfaces.

The 336XL bridges the gap between
the company’s least expensive 330XL,
and the mid-level 3100. You're really
buying one extra port; the 330 has
five, while the 336 gives you six for
control of another VTR.

CMX s also shipping their new EDL
Optimizer software package at $3,500.
Christin Hardman, product manager
and a former Holly wood television ed-
itor, says she helped design this edit
decision list clean up and structuring
tool with flexibility in mind.

Cleaning, sorting, text editing, look-
back through multiple generations of

14

The new ADO 1000, from Ampex
Corporation. .

EDLs, and auto assembly optimization
are the features Optimizer offers for
both PC-compatible and CMX LSI-
based systems. One good example of
how an editor might want to use the
sorting feature is this: when it comes
time to do the on-line edit, you could
tell the Optimizer to organize edits ac-
cording to cuts only, or reel numbers,
or whatever specific time saving pat

tern that may be appropriate for your
piece.

CMX also bowed its new $1500 au-
dio console interface at NAB. The in
terface allows independent control of
the Graham Patten audio mixer and
the Harrison System Pro-7 console
during video editing. (Edits are not
video dependent—audio only and
split edits are possible.) The company
is currently working on interfaces for
other consoles, according to VP of
marketing Larry Weiland.

Now a mere $39,500 will get you
into the low-end of the spinning, fly
ing, whirling world of digital video ef-
fects. Ampex broke out a low-cost ver-

siorn: of their ever-popular ADO-3000
at NAB. The base-priced ADO-1000
gives 2-D capability, but for $67,000,
the system is upgradable to 3-D with
full perspective. Standard eftects that
we've all come to know and love in
the base-priced package include: mir-
ror, blur, mosaic, posterization, solari

zation, luminance reversal, soft key
edges and border color generation.
Features include 30 on-line effects
with single key recall, controliable as

pect ratio and key generator.

New Age Video Coming of Age
Years ago, as W:l} Ackerman sat
huddled over his acoustic gutar, he
could never have known :hat his
Windham Hill record label wauld end
up & symbol of enirepreneurial opti
mism. But last year, when Windham
Hill began releasing music videos to
match that supposedly non-commer
cial sound, who'd have thought you'd
see them on TV? (Maybe as back
ground at par:ies on the redwood deck
after a long day of keystroking at the
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1010C) PRACTICAL TECHNIQUES FOR THE RECORDING ENGI-
NEER, Sherman Keene An excellent, down to earth instructional guide
for the engineering/producing arts. Divided into three levels (beginning,
intermediate and advanced), the text is accessible and extremely usefulto
students at different levels of competency, and, as the title suggests, the
accent is on practical techniques for real-life situations. This book is
currently the text for more than 100 recording arts programs around the
world as well as the Sound Engineer Self-Study Course listed below.
400 pp. (P) $24.95

1011C) PRACTICAL TECHNIQUES FOR THE RECORDING ENGI-
NEER, WORKBOOK/SUPPLEMENT, Sherman Keene The student
workbook/supplement provides additional reading covering more “con-
ventional”’ knowledge and includes probing review questions to expand
the students’ understanding. Available only when ordering self-study
courses (#1012C, #1013C, or #1014C below). 164 pp.(P) $14.95

SOUND ENGINEER SELF-STUDY COURSE, Sherman Keene This
new Self-Study Course is based on the Sherman Keene sound engineer
curriculum and materials (#1010, #1011) as used in his correspondence
course and internationally respected seminars. The complete course has
three levels (beginning, intermediate, and advanced) and each includes 12
60-minute cassettes (eight which present lesson lectures and four which
discuss review questions and answers from Workbook/Supplement).
1012C) BASIC LESSONS Operating Procedures 1, Microphones 1, In-
struments 1, Console Parts and Functions, Basic Audio Theory, Basic
Types of Console Operation, Operating Procedures 2, Tape Machines 1.
12 60-minute cassettes, $145.00
1013C) INTERMEDIATE LESSONS  Acoustics 1, Console Symbols for
Diagrams, Operating Procedures 3, Musical Terminology, Intermediate
Audio Theory, Tape Machines 2, Operating Procedures 4, Acoustics 2.
12 60-minute cassettes, $145.00
1014C) ADVANCED LESSONS Acoustics 3, Tape Machines 3, Ad-
vanced Audio Theory, Special Effects 1, Special Effects 2, Advanced Audio
Systems, Distortion, Audio Psychology. 12 60-minute cassettes, $145.00

1020D) SOUND RECORDING, 2ND ED., John Eargle An updated
edition of this highly respected book covering acoustics and psycho-
acoustics, devices, systems, and methods currently used in recording
technology. New chapters have been added covering digital recording
and building low-cost studios. Includes extensive coverage of signal
Pprocessors. 355 pp.(H) $32.95

1031C) MODERN RECORDING TECHNIQUES, Robert Runstein,

David Huber The updated 1986 edition of this classic book contains
state-of-the-art technical developments and practices in recording. Prac-
ticing engineers and students will find comprehensive coverage of equip-
ment, acoustics, controls and techniques, as well as information on proper
and creative production and sound measurement. 366 pp.(P) $18.95

1040C) RECORDING STUDIO HANDBOOK, John Woram A com-
plete handbook dealing with every major aspect of recording technology,
including transducers, compressors, tape recorder alignment, mike tech-
niques, limiting and expanding, noise and noise reduction, signal process-
ing, magnetic recording, and recording consoles and techniques.

481 pp(H) $39.50

1050D) SOUND RECORDING PRACTICE, Edited by John Borwick

Updated handbook compiled by the Association of Professional Record-
ing Studios. Covers the principles, equipment, maintenance, etc., of stu-
dio and control room, techniques for studio and location recording, spe-
cial problems of broadcasting, and tape/disc manufacture. Useful even
without specialized training. 504 pp.(H) $55.00

1060B) HOME RECORDING FOR MUSICIANS, Craig Anderton
Easy to follow and well-illustrated, this book is written for musicians with
little engineering experience. It emphasizes practical knowledge, tech-
niques, and tips for making clean, quality demos at home. Also includes
information on audio theory, acoustics, and equipment.

182 pp(P) $15.95

1200A) CRITICAL LISTENING COURSE, F. Alton Everest This in-
valuable course specifically addresses the important nuances of the audio
world. The 106-page training manual with ten pre-recorded lessons on
cassette tapes lead you from basic to advanced listening techniques in
increasing progression. Topics include estimating frequency, frequency
band limitations, sound level changes, components of sound quality,
frequency response irregularities, various types of distortion, reverbera-
tion effects on speech and music, signal vs. noise, and voice colorations.

$129.95

1201B}) CRITICAL LISTENING COURSE MANUAL, F. Alton Everest
Additional manuals for the Critical Listening Course (item #1200) are
available. 106 pp.(P) $12.95

1300B) BUILDING A RECORDING STUDIO, Jeff Cooper, M. Arch.,
SM., S.B,BS.AD. A step by step guide to recording studio construc-
tion for small or large budgets. Thorough coverage of the principles of
acoustics, how acoustics affect recording, soundproofing a room, plus
chapters on the studio, the control room, and a glossary of the 100 most
misunderstood terms in acoustics. 209 pp.(P) $30.00

1310B) HOW TO BUILD A SMALL BUDGET RECORDING STUDIO
FROM SCRATCH, F. Alton Everest Presents the information needed
for design, construction, and operation. The emphasis is on budget stu-
dios suited to efficient production of audio/visual, radio, television, and
film material stressing function, economy, and good sound quality.
Includes 12 tested designs. 336 pp.(P) $1195

1330B) ACOUSTIC TECHNIQUES FOR HOME AND STUDIO, 2ND
ED,, F. Alton Everest This excellent sourcebook approaches environ-
mental acoustic design from a practical rather than mathematical view-
point with emphasis on the fidelity of sound reproduction and design of
small recording studios. Includes vital info on principles of acoustics,
human hearing, room resonance, diffusion of sound, and absorption
properties of acoustical materials. 352 pp{P) $14.95

1340B) THE MASTER HANDBOOK OF ACOUSTICS, F. Alton Everest
An all-inclusive sourcebook that fully explores the world of acoustics and
sound reproduction, transmission, and reception. Includes much detail on
hearing, ear anatomy and sensitivity, and audibility, room testing, and
loudness vs. frequency, and intensity, and bandwidth.

337 pp.(P) $12.95

1400C) SOUND SYSTEM ENGINEERING, 2ND EDITION, Don &
Carolyn Davis This revised and updated edition of this excellent text
will be available in 8/86. It provides concise yet encyclopedic treatment of
the decibel notation system, loudspeaker directivity and coverage, the
acoustic environment, acoustic gain, interfacing electrical and acoustical
systems, installation, equalization, and instrumentation. Includes much
documentation and sample design applications. 320 pp(P) $39.95

1410B) PRACTICAL GUIDE FOR CONCERT SOUND, Bob Heil

Covers the fundamentals of pro sound reinforcement, efficient speaker
enclosures, mixers and equalizers, digital delays, compressors, limiters,
microphones, hardware, and construction tips. 141 pp.(P) $10.00

1415B) SUCCESSFUL SOUND SYSTEM OPERATION, F. Alton Everest
This excellent new book provides background information on the physi-
cal nature of sound, electricity and electronics. It also gives in-depth detail
on current equipment with a very useful section on equipment usage
including microphone placement and usage, speaker care and placement,
the working mechanics of amps, mixers, and signal processors, tips on
troubleshooting and repairing audio equipment, detailed information on
noise reduction, room acoustics, sound equalization, and more.

336 pp{P) $17.95

1420C) SOUND SYSTEM HANDBOOK, VOLUME 1, Jim McCandliss
A valuable tool for understanding, setting up, and operating sound sys-
tems and recording gear. Includes sections on types of microphones,
miking techniques, mixers, amplifiers, speakers, portable sound systems,

CALL TOLL FREE (800) 233-9604, in California (800) 641-3349 2
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and a reference glossary. Three ring binder format allows supplementing
the text with equipment information, spec sheets, etc. (H) $3995

1440B) THE DIGITAL DELAY HANDBOOK, Craig Anderton  An out-
standing book to help unlock the hidden potential in virtually any delay
line. In addition to long, short, and multiple delay line techniques, it
contains 66 different applications including-auto flanging, sound effects,
tuning percussive sounds, phase shifter simulation, reverb pre-delay,
syncro-sonic echo effects, and much more. 134 pp{P) $9.95

1450C) THE USE OF MICROPHONES, 2ND ED., Alec Nisbett The
1983 edition of this practical book describes the many types of micro-
phones available and shows how to select, position, balance, and control
them for a broad range of purposes. Also covers balance between speech
and music, simultaneous sound and picture recording, and performance
control. 168 pp(P) $15.95

1460C) THE MICROPHONE HANDBOOK, John Eargle This up-to-
date volume covers the practical aspects of microphone use and design
with concise information for solving specific mike problems. Detailed
chapters explain microphone patterns, mike sensitivity, condenser mikes,
proximity and distance effects, interference problems, techniques and
systems for stereo, and much more. 256 pp.(H) $31.95

1470B) MICROPHONES, 2ND ED., Martin Clifford This updated edi-
tion covers operational theory and specific applications; how micro-
phones work, how to interpret response, placement and phasing, and
characteristics of microphones and accessories on the market today, with
emphasis on AKG. 264 pp(P) $9.95

1480C) DIGITAL AUDIO ENGINEERING: AN ANTHOLOGY, Edited
byJohn Strawn  The first book to present a unified view of the hardware
engineering behind digital audio synthesis and processing. It discusses
the fundamentals of the technology including a thorough treatment of
noise in the D/A process and gives details about significant existing digital
audio synthesizers/processors. 200 pp.(H) $29.95

1481C) PRINCIPLES OF DIGITAL AUDIO, Ken Pohlmann  This brand
new release is a clear and concise overview starting with the funda-
mentals of D/A and comprehensively covering recording, reproduction,
media, error protection, the Compact Disc and more. The majority of the
data, formulas, and illustrations has never before been published, which
makes this an excellent addition to the literature in the field. Appropriate
for skilled engineers or novices. 284 pp.(P) $1995

1490C) DIGITAL AUDIO SIGNAL PROCESSING: AN ANTHOLOGY,
Edited by John Strawn Written both for the beginner and advanced
practitioner of digital signal processing especially as it relates to computer
music, this anthology presents a thorough introduction to the subject as
wellas covering digital filter design for the non-engineer, spiral synthesis,
phase vocoder, and more. 283 pp.(H) $34.95

1500B) THE COMPLETE HANDBOOK OF MAGNETIC RECORDING,
FinnJorgensen All aspects of modern magnetic recording theory, prac-
tice, applications and maintenance, with technical specifications of equip-
ment. Includes a brief history of development, the applied physics of
magnetism, a thorough examination of magnetic heads, and more.

448 pp.(P) $15.50

1510B) DIGITAL AUDIO TECHNOLOGY, H. Nakajima, T. Doi, J. Fuku-
da, and A. Iga of Sony Corp. Authoritative handbook covering funda-
mentals of digital PCM recording, audio and video disk systems. It deals
with the nature and causes of code errors, low-pass filters, modulation
and demodulation circuits, and analyses of future developments.

304 pp{P) $11.95

1511C) THE HOWARD W. SAMS CRASH COURSE IN DIGITAL
TECHNOLOGY, Louis Frenzel This “crash course’’ quickly providesa
solid foundation in digital fundamentals, state-of-the-art components,
circuits, and techniques. It gives the specific knowledge and skills neces-

sary to understand, build, test, and trouble-shoot digital circuitry. No
previous experience with digital is required. 208 ppP) $19.95

1512C) UNDERSTANDING DIGITAL LOGIC CIRCUITS, Robert Mid-
dleton Written for service technicians who are involved in television,
radio, or audio trouble-shooting and repair, this book painlessly expands
the technician’s expertise into digital electronics, beginning with digital
logic diagrams and covering basic adders & subtractors, flip-flops, regis-
ters, encoders and decoders, and memory types. 392 pp.(P) $18.95.

1520A) BASIC DISK MASTERING, Larry Boden A primary reference
source for engineers and producers. The only book to deal comprehen-
sively with the principles, the equipment, the processes, and the tech-
niques of disk mastering. Covers common record defects. Fully illus-
trated. 52 pp(P)} $10.95

1530D) AUDIO IN MEDIA, 2ND EDITION, Stanley Alten  This newly
revised 1986 edition is organized into parts that reflect the process of
producing sound; principles, equipment, pre-production, production,
post-production. Nine chapters are devoted to principles, aesthetics, and
techniques, and six chapters cover the technology. Like the first edition,
this edition is an effective primary sound text for radio, TV, film, and
music recording courses. 612 pp(H) $36.95

1535B) AUDIO SWEETENING FOR FILM AND TELEVISION, Milton
Hubatka, Frederick Hull, Richard Sanders This excellent new guide
explains all current post-production techniques and equipment for sweet-
ening audio tracks. The basic techniques of spotting, laydown, track
building, mixing, and layback are covered as well as the advanced tech-
niques for treatment of on-camera dialog music, sound effects, Foley,
narration, background presence, stereo mixing and more. Includes sec-
tions on smaller scale TV productions, the history of sweetening, and
state-of-the-art developments. 240 pp.(H) $29.00

1540C) TV SOUND OPERATIONS, Glyn Alkin This book covers both
the practical fundamentals and the creative art of TV sound. Topics
include choice and use of microphones, solutions to problems and sound-
picture relationship, and production situations for both music and spoken
word. 176 pp.P) $15.95

1550B) AM STEREO AND TV STEREO—NEW SOUND DIMENSIONS,
Stan Prentiss This book provides an in-depth look at the new sound in
AM radio and TV broadcasting with much-needed advice on equipment
availability and operation. It also provides insight into FCC regulatory
and electrical evaluations and new equipment specifications for broad-
casters and consumers. 192 pp.(P) $12.95

1560C) MULTICHANNEL TV SOUND, Broadcast Management/Engi-
neering The first in BM/E's "deskbook’’ series, this book offers an
in-depth examination of the operational aspects of this new technology,
the ramifications of various technological advances, and information
about the equipment available to help keep pace. 150 pp(P) $39.95

1600C) DICTIONARY OF CREATIVE AUDIO TERMS, CAMEO

The first comprehensive dictionary of creative audio terminology con-
taining over 1,000 definitions for those without much technical training.
Focuses on creative audio/musical equipment, techniques, systems, and
practices. Illustrated to give a quick and comprehensive grasp of mean-
ings. 100 pp.(P) $4.95

1986 ORION BLUE BOOKS, Orion Research Each book contains com-
plete price listings; new, used, mint, and average.

1641E) PRO SOUND REFERENCE GUIDE Lists instruments, mixers,
amplifiers, microphones, equalizers, signal processors, monitors, etc. Con-
tains over 24,000 products. 480 pp(H) $99.50
1642E) AUDIO REFERENCE GUIDE Lists receivers, amps, pre-amps,
speakers, equalizers, cassettes, reels, mixers, signal processors, tuners,
components, etc. Contains over 36,000 products. 620 pp(H) $125.00
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1643E) VIDEO REFERENCE GUIDE Lists home, commercial and in-
dustrial video cameras, monitors, recorders, players, lighting equipment,
televisions, accessories, etc. Contains over 7,000 products.

200 pp.(H) $49.50
1644E) COMPUTER REFERENCE GUIDE Lists computer hardware,
systems, monitors, disk drives, modems, accessories, etc. Contains over
8,000 products. 300 pp.(H) $99.50

BILL DANIELS’ ILLUSTRATED TRADE REFERENCES The various
volumes of these references are the most complete buying and specifying
guides available for the industries they serve. They are easy to use and
thorough, containing complete catalog data, features, descriptions, pho-
tos, specs, and pricing info.

1650D) PROFESSIONAL AUDIO & COMMERCIAL/INDUSTRIAL
SOUND EQUIPMENT BUYING GUIDE Studio & remote audio re-
cording equipment & systems for stage, concert, auditorium, arena,

church, industry, business, school, hospital and hotel sound reinforce-
ment, background music, telephone & telecommunications systems &
equipment. 2200 pp.(H) $95.00
1651D) INDUSTRIAL & PROFESSIONAL VIDEQ EQUIPMENT BUY-
ERS GUIDE Recorders, cameras, production and terminal equipment,
monitors, lighting, telecine, RF equipment, enclosures, wire & cable.

1280 pp.(H) $95.00
1652D) BROADCAST EQUIPMENT & SERVICES BUYERS GUIDE
Studio, remote, and location equipment and systems for television, com-
mercial and tape production, broadcast television, radio, cable, pay and
satellite TV, special effects, animation and music video.

1280 pp.(H)  $95.00

1690C) REFERENCE DATA FOR ENGINEERS: RADIO, ELECTRON-
ICS, COMPUTER, AND COMMUNICATIONS, Howard W. Sams Co.
This is the newly revised and expanded edition of the most widely used

1200A) THE CRITICAL LISTENING COURSE

F. Alton Everest is an internationally known author, lecturer, engi-
neer, and acoustical consultant. He has compiled and designed this
unique ten-lesson study course on five two-sided cassettes to guide
the student step by step from basic to advanced listening technique.
You will explore and discover audio events in an increasing progres-
sion, building from one lesson to the next. You will hear what is

correct and what is not.

$129.95

The tapes are augmented by a 106-page manual
which graphically details each lesson with charts and
technical diagrams so you can actually see what you
are hearing. You'll understand the practical applica-
tion of critical listening, and you’ll learn the

language of audio professionals.

The following lesson topics are
thoroughly explored in the course:
U Estimating the Frequency of Sound
—Pure tones and random noise
U Estimation of Sound Level Changes
—Tones, speech, and music
U Estimating Frequency Band
Limitations
—Music, male and female voices
0 Judgment of Sound Quality
—Simple and complex sounds
UJ Detecting Distortion
—What it is and how it sounds
UJ Reverberation Effects
—On speech and music
UJ Signal versus Noise
—Their interrelationship
J Voice Colorations
—How they sound and what
causes them
U Listening with Discrimination
—A review of all examples
and text
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electronic engineers’ reference book ever published. Over 1,500 pages
and 48 chapters with 50% new material make this the most up-to-date,
one-volume reference library anywhere. Also includes lists of references
and bibliographies as a guide to primary sources and definitive texts.
1500 pp.(H) $69.95

1700D) OPERATIONAL AMPLIFIERS FOR TECHNICIANS, Jefferson
Boyce Using a functional approach, the focus is on input and output
resistance, gain, frequency/phase response, and the reaction of the op
amp to external stimuli and common electrical and electronic component
connections. Graphical and algebraic support yields an understandable
and highly applicable text. 385 pp.(H) $39.95

1720B) HOW TO DESIGN & BUILD AUDIO AMPLIFIERS, INCLUD-
ING DIGITAL CIRCUITS, Manny Horowitz All the data necessary to
create practical modern circuits for a preamp, amp, power amp, mixer,
tone modification, power supply and special accessories. Step by step
solid state circuit design and construction. 350 pp.(P) $14.95

1730B) THE COMPLETE HANDBOOK OF AMPLIFIERS, OSCILLA-
TORS, & MULTIVIBRATORS, Joseph Carr Theory & design, applica-
tions & operations. . . this data-packed sourcebook has everything about
these three most-used electronic circuits. From fundamentals of theory to
very detailed studies of specific circuits, this is an excellent reference for
students and professionals alike. 364 pp.(P) $11.50

1741C) KNOW YOUR OSCILLOSCOPE, Robert Middleton Practical
data on the oscilloscope and its use in television and radio alignment,
frequency and phase measurements, amplifier testing and signal tracing,
digital equipment servicing, and more. Also covers oscilloscope circuits
and accessories. 192 pp{P) $11.95

1770B) DESIGNING, BUILDING AND TESTING YOUR OWN SPEAK-
ER SYSTEM, David Weems An incisive handbook covering the basics
of speaker design, system testing, and practical techniques of construc-
tion. Includes a wide variety of projects and information to build custom-
ized setups. 190 pp{P) $9.95

1780B) 21 CUSTOM SPEAKER ENCLOSURE PROJECTS YOU CAN
BUILD, David Weems From simple closed-box systems to sophisti-
cated three-way systems, bass reflex or omnidirectional speakers, you
will get an excellent overview, complete descriptions, and detailed instruc-
tion for design and construction. 252 pp(P) $8.95

1790B) BASIC ELECTRONICS COURSE, Norman Crowhurst This
book is a modern self-study text for the novice, hobbyist or student, and
also a useful reference and brush-up guide for technicians and musicians
who want to advance their knowledge of electronics. 368 pp.(P) $13.95

1901C) MICRO COOKBOOK, VOL. 2, MACHINE LANGUAGE PRO-
GRAMMING, Don Lancaster This book is filled with ideas you can
immediately put to creative use. It starts with the concepts of addressing
and address space, gives a detailed look at input/output, and works up to
microcomputer architecture addressing modes and machine language
programming,. 450 pp.(P) $15.95

VIDEO

2010C) VIDEO PRODUCTION GUIDE, Lon McQuillin A broad over-
view placing emphasis on the human organizational aspects with lively,
comprehensive coverage of both studio and location production from the
viewpoint of the producer and director. Divided into four parts: pre-
production, production, post-production, and other important topics.
382 pp.(P) $2895

2012C) PROFESSIONAL VIDEO PRODUCTION, Ingrid Wiegand
A comprehensive one-stop manual including chapters on program

development and script preparation, cameras and recording decks, SEGs
and other studio equipment, studio staff and crew, field equipment and
techniques, editing equipment, edit planning and budgets, fine-cut edit-
ing, post-production effects, graphics and image correction. Also includes
glossary and useful forms. 350 pp.(H) $39.95

2030C) VIDEO USER'SHANDBOOK,2NDED.,Peter Utz A complete
hands-on manual for all levels of video production for more effective use
of equipment, simple problem solving and complex troubleshooting.
Includes descriptions and instructions for studio video gear as well as
information on audio, lighting, editing, and graphics. 500 pp.(P) $19.95

2040C) TELEVISION OPERATIONS HANDBOOK, Robert Oringel

This concise, non-technical handbook by a respected media consultant
includes extensive discussion of light and lenses, the video camera itself,
television audio, cables and connectors, the videotape recorder, video
editing, and the studio cable TV program. 208 pp.P) $16.95

2070C) THE TECHNIQUE OF TELEVISION PRODUCTION, 11th
EDITION, Gerald Millerson  This detailed and thoughtful approach to
the method of television production covers all of the responsibilities
found at TV studios with an expanded glossary that describes conceptsin
depth. It also has a new chapter on the latest videotape techniques and
discussion of the aesthetics of the video broadcasting craft.

445 pp.(P) $19.95

2100C) VIDEO CAMERA TECHNIQUES, Gerald Millerson A clear,
compact guide to the principles of video camera operation in studio oron
location. It covers the camera and fundamentals of correct usage, includ-
ing: camera movements, framing the shot, depth of field, lenses and focal
lengths, filters and effects. 160 pp.(P) $14.95

2110C) THE PROFESSIONAL LIGHTING HANDBOOK, Verne & Syl-
via Carlson A practical guide to setting up and using pro lighting
equipment. Fully illustrated, this handbook provides useful information
on every facet of equipment including lenses, housings, light sources,
reflector boards, controllers, filters, and applications. 224 pp.(H) $22.95

2130C) SCRIPTING FOR VIDEO AND AUDIOVISUAL MEDIA,

Dwight Swain In a lively, anecdotal style, this handy book takes the
reader step by step through the preparatory stage of audiovisual presen-
tations: deciding on the objective, selecting the best approach, getting
your ideas down on paper, preparing the storyboard, and following
through to production. 256 pp{P) $21.95

2135C) BASICS OF AUDIO & VISUAL SYSTEMS DESIGN, Raymond
Wadsworth An indispensable book for system designers, architects,
contractors, equipment suppliers, and students, this NAVA-sanctioned
book comprehensively covers all fundamental design concepts and
procedures. Topics include image formats, projector output, audio, screen
size, and more. 128 pp{P) $15.95

2140C) SPECIAL OPTICAL EFFECTS, Zoran Perisic The author,
responsible for effects in 2001: A Space Odyssey,” “Superman [ and
"Superman l,” etc,, has written this thorough and practical manual. From
the simple, traditional methods; using mirrors and normal film cameras,
to the most sophisticated; using specially developed equipment. A
superb resource. 185 pp.(H) $36.95

2150C) CREATING SPECIALEFFECTS FORTV AND FILMS, Bernard
Wilkie This isa book of ideas as well as instruction. Using easy to follow
text and illustrations, it deals comprehensively with a wide range of
techniques and effects including gunshots, explosions, fire, weather, and
the use of miniatures and models. 160 pp.() $16.95

2160C) THE VIDEO TAPE POSTPRODUCTION PRIMER, Steven Browne
A professional overview of electronic editing for the producer, director,
and client without overly technical language. Starting with the basic
principles, it progresses logically and coherently through the details of
post-production. Includes special chapters on editing film on video and
mixing audio for video. 200 pp.(P) $25.00
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2161C) THE POST PRODUCTION PROCESS, Diana Weynard, Jeff Kuhn
This excellent 1985 book gives a complete flow chart of the entire post-
production process from the first stages of pre-production to the final
stages of audio mix-down. It contains essential information and useful
tips on how to best prepare and organize your projects for computerized
editing. For producers, directors, management, production personnel, or
anyone involved with the process. 124 pp.(P) $1995

2170C) VIDEO EDITING & POSTPRODUCTION: A PROFESSIONAL
GUIDE, Gary H. Anderson A new “real world”’ guide to both technical
and non-technical factors of videotape post-production by a four-time
Emmy Award winner. Complete and detailed info on time codes, formats,
offline and online editing, digital effects, future trends, and more. Includes
glossary and selected directory of equipment manufacturers,

165 pp.(H) $34.95

2180C) COMPUTERIZED VIDEOTAPE EDITING, Diana Weynand
This book begins where most manufacturers’ manuals leave off. Each
chapter not only thoroughly covers the most current technology and
techniques, but also clearly defines the important concepts applicable to
any computerized editing system. Specific keyboard and screen illus-
trations include the CMX 340x, ISC, Sony 5000, Commander 11, and
Convergence 204 editing systems. 236 pp.(P) $34.95

2200D) 5TH ED., THE VIDEO REGISTER, Knowledge Industries

This sourcebook has listings of more than 2,100 video users, 500 manufac-
turers, 350 dealers, 625 production/post-production houses, 400 produc-
ers/publishers/distributors, 700 consultants, and 100 resources. Prepared
by an experienced staff through questionnaires and telephone followup.
Invaluable. (P) $59.50

2210C) THE ROCKAMERICA GUIDE TO VIDEO/MUSIC, Rockamerica
This is an up-to-date reference source for video/music. The listings in-
clude record company video contracts, directors and producers, produc-
tion listings for L.A,, N.Y. and throughout the nation, distribution outlets,
related publications, glossary, and more. 497 pp(P)  $60.00

2250C) PORTABLE VIDEO: ENG & EFP, Norman Medoff, Tom Tanquary
Electronic news gathering (ENG) and electronic field production (EFP)
have become indispensable skills in broadcasting, production houses,
and educational and corporate settings. This book introduces all elements
necessary to produce quality video: style, technique, pricing, outlets, job
opportunities, new technologies, and more. 175 pp.(H) $34.95

2300C) CREATING ORIGINAL PROGRAMMING FOR CABLE TV,
Edited by W.D. Shaffer & R. Wheelwright Producers, programmers,
cable company reps, and a communications attorney explain the ins and
outs of creating programming for this viable market. They provide an
overview of copyright and royalty issues, examine the role of access and
independent producers, and detail the road from production to distribu-
tion. 175 pp.  $29.95

2305C) ELECTRONIC MEDIA MANAGEMENT, William McCavitt &
Peter Pringle  Clear, comprehensive, and up-to-date, this book examines
the role of management on all levels in both large and small markets,
broadcast and non-broadcast. It focuses on specific management func-
tions and major issues inicuding trade unions, employment laws,
government regulations, new technologies, community relations, respon-
sibilities to society at large, as well as standard concerns of ratings,
programming, sales, promotion, etc. 356 pp.(P) $19.95

2310C) THE INDEPENDENT FILM & VIDEOMAKERS GUIDE, Michael
Wiese Revised edition by this award-winning independent filmmaker
and lecturer concentrates on the practicalities of finding investors, prepar-
ing the prospectus, and researching the market, as well as providing a
nuts and bolts approach to production and distribution. Extensive
appendix. 292 pp.(P) $14.95

2320C) FILM & VIDEO BUDGETS, Michael Wiese This basic “how-
to’" guide explores budgeting for documentaries, commercials, low-

budget features and shorts, as well as detailing many money-saving
ideas. Like the author’s companion volume (above), this book is clearly
written and illustrated and will be indispensable in developing a film or
video project. 160 pp(P) $14.95

2325) PRACTICAL AV/VIDEO BUDGETING, Richard Van Deusen

A complete guide to audio/visual budgeting for AV and video managers
in corporations, institutions, commercial and government production
houses. The book covers cost allocation systems, projecting and control-
ling income, production budgeting, chargeback systems, computerized
budget management systems, and more. Includes over 30 useful forms for
budgets, forecasts, and expense reports. 168 pp.(H) $34.95

2340C) VIDEO IN THE 80’S: EMERGING USES FOR TELEVISION IN
BUSINESS, EDUCATION, MEDICINE, AND GOVERNMENT, Paula
Dranov, Louise Moore, Adrienne Hickey ~Analyzes the trends affecting
the non-broadcast video market. Each of the major segments of the user
market is described with the types of programming produced and dis-
tributed in each. Recognition of video as a cost-effective communication
tool has made a major impact on these markets. 186 pp. $29.95

2345C) VIDEOTAPE OPERATIONS, Marcus Weise This is the most
comprehensive book on the subject of videotape operations on the
market today, useful for both the layperson and the experienced engi-
neer. Includes excellent coverage of all aspects of the television signal,
reading and monitoring the signal, machine set-up, editing, testing and
timing, tips and careers. 204 pp.(P) $34.95

2350C) USING VIDEOTAPE, 2ND ED., ].F. Robinson & R.J. Beards

In this concise and clearly illustrated edition, the authors provide the
broadest spectrum of possible applications for videotape recording in
broadcasting, advertising, and industry. 172 pp.(P) $16.95

2380D) TELEVISION ENGINEERING HANDBOOK, K. Blair Benson

Engineers, technicians, and other professionals involved in television
equipment and systems design, maintenance, and operation will find this
massive, authoritative, practical handbook to be unparalleled by any
other work in the field. From fundamentals to state-of-the-art, it covers
TV signal generation, transmission, and distribution, image generation
and display, hardware, complete reference standards and data, and much
more. 1478 pp.(H) $94.50

2390B) TELEVISION: FROM ANALOG TO DIGITAL, Stan Prentiss
This new sourcebook explores the full range of TV's present and future
development including the very new and effective radiation of circularly
polarized transmission and reception, the latest BTSC-dbx multi-channel
TV sound, wideband video/audio TV monitors, | and Q wideband chroma
(2MHz), audio/video processing at basebands exceeding 50 kHz and 4.5
MHz, ITT digital TV integrated circuits, analog/digital receiver trouble-
shooting and more. Current, comprehensive and practical.

352 pp.(H) $24.00

2400C) THE VIDEO AGE: TELEVISION TECHNOLOGY AND APPLI-
CATIONS IN THE 1980'S, Knowledge Industries An essential refer-
ence for the communications industry, this book provides a comprehen-
sive survey and explanation of the state-of-the-art and the future of
television technology. Includes chapters on home video, cable TV, video-
disks, videotext, non-broadcast video, corporate television, etc.

264 pp. $2995

2420B) VIDEO ELECTRONICS TECHNOLOGY, Dave Ingram This
thorough and well-organized reference examines the entire field of video
electronics applications from early TV systems to recent break throughs in
this expanding, rapidly changing field. For the professional.

256 pp.(P) $10.95

2440B) MAINTAINING & REPAIRING VIDEOCASSETTE RECORD-
ERS, Robert Goodman Practical, time-saving maintenance and repair
data with full coverage of the mechanical systems and electronic circuits
found in all popular brand models of videocassette recorders. Includes

CALL TOLL FREE (800) 233-9604, in California (800) 641-3349 6



VIDEO

MUSIC

TECHNOLOGY, PRODUCTION, BUSINESS & REFERENCE

data on test equipment, specialized tools, etc, for amateurs and pro
service technicians. 416 pp.(P)  $15.95

2450C) VIDEO CAMERAS: THEORY & SERVICING, Gerald McGinty
This is an entry-level technical primer on video camera servicing which
provides practical theory in clear, well-illustrated sections beginning with
the image tube and discussing all the electronics and concepts through to
the final interface. The final section on trouble-shooting is extremely
useful. 264 pp(P) $14.95

MUSIC

3010B) THIS BUSINESS OF MUSIC (REVISED AND ENLARGED),
Shemel & Krasilovsky This highly comprehensive 1985 reference pro-
vides detailed explanations of legal, practical, and procedural problems of
our industry. Part 1-—Recording companies and artists; Part 2—Music
publishers and writers; Part 3 —General music industry aspects. Includes
over 200 pages of contracts, forms, and licenses. 646pp.(H) $22.95

3020B) MORE ABOUT THIS BUSINESS OF MUSIC (3RD ED., REV. &
ENL.), Shemel & Krasilovsky A practical guide to areas of the industry
not covered in "This Business of Music’”: Serious music, background
music, religious music, this business of jazz, tape and tape cartridges,
production and sale of printed music, live performances, etc.

204 pp.(H) $19.95

3030C) MUSIC BUSINESS HANDBOOK AND CAREER GUIDE, David
Baskerville, Ph.D. This is the required text in over 90 colleges and
universities. Exhaustively thorough coverage of all phases of the industry
divided into seven parts: Music in the Marketplace; Songwriting, Publish-
ing, Copyright; Business Affairs; The Record Industry; Music in Broadcast
and Film; Career Planning and Development, Appendix (sample forms).

553 pp{H) $18.95

3040C) BREAKIN’ INTO THE MUSIC BUSINESS, Alan Siegel Writ-
ten by one of the top entertainment lawyers, this is a concise, complete
and well-documented guide filled with straight talk and practical advice
on making your break. In addition to detailed explanations of the
mechanics of music deals, it also includes pointed interviews with top
industry execs, managers, producers, and artists. 288 pp(H) $14.95

3050B) THE MUSIC/RECORD CAREER HANDBOOK, REV.ED.,, Joseph
Csida Provides updated information on the industry, the growth in
music career courses offered countrywide, the new areas of video cassettes
and video discs, the current personalities dominating the music world,
changes within the corporate structure of the industry giants, and more.

360 pp.(H) $16.95

3055C) THE RECORDING STUDIO BUSINESS WORKBOOK, A.C.
Blue This is a useful book for aspiring studio owners with limited
business skills and experience. It presents a good overview with simpli-
fied guidelines for such topics as project planning and completion, finan-
cial management, developing a marketing plan, and legal requirements of
doing business. Also includes some sample business forms.

64 pp.(P)  $29.95

3060A) THE PLATINUM RAINBOW, Bob Monaco, James Riordan

The best book on approaching the music industry rationally and realisti-
cally, it includes sections on self-promotion and finding a manager, pro-
ducer, agent. Complete analysis of rehearsals, the stage, the song, the
demo or master, studio preparation and recording, the deal, record labels,
radio, charts, critics, etc. With directories. 240 pp.(P)  $9.95

3061A) THE PLATINUM RAINBOW MUSIC BUSINESS CAREER SE-
RIES, Bob Monaco This newly-released cassette series by Grammy

Award winning producer Bob Monaco picks up where his book (#3060A)
left off. It provides a thorough, in-depth and entertaining view of the

music industry from dreams to demos to deals. Filled with the old
industry secrets for success and the new techniques of the eighties. Eight
60-minute cassettes. $69.95

3065A) START ME UP: THE MUSIC BIZ MEETS THE PERSONAL
COMPUTER, Benjamin Krepack, Rod Firestone This excellent new
book discusses in detail the technological revolution that’s changing the
face of the music industry. It deals with personal computer usage in every
aspect of the business: touring, artist management, record and video
production and promotion, publicity, graphic design, music creation, and
much more. Each chapter is complemented by real-life examples of how
professionals in these fields are actually using computers in daily busi-
ness and contains excellent interviews with industry notables. Very cur-
rent and extremely useful. 187 pp.(P)  $12.95

3070C) MAKING MUSIC; THE GUIDE TO WRITING, PERFORMING,
AND RECORDING, Edited by George Martin  This is both an authorita-
tive guide for everyone who makes music and a unique source of insight
into the genius and work habits of 65 of the world’s leading music figures
(e.g. contributors on songwriting include McCartney, Sting, Sondheim,
Webb, and Simon, among others). There are sections on writing, arrang-
ing, performing, recording, and music business all written by experts.
352 pp.(H) $17.95

3100B) HOW TO MAKE AND SELL YOUR OWN RECORD, Diane
Sward Rapaport This brand new edition offers technical information,
practical tips, and business guidance for self-production of record and
cassette releases. Every aspect of a recording project is covered, from
planning and budgeting through sales and promotion. Includes sample
forms and worksheets as well as advice on raising money and negotiating
contracts. 167 pp.(P) $15.95

3180B) ARRANGING CONCEPTS COMPLETE, Dick Grove Thisis a
comprehensive and effective reference book and structured learning
approach on arranging concepts for today’s music written by the respect-
ed head of The Dick Grove School of Music, L.A. The course is divided into
four parts; 1) The Technical Foundation, 2) Melodic Handling and Varia-
tion/Harmonic Considerations, 3) Harmonic Density, and, 4) Working
Procedure to Writing and Arrangement/How to Coordinate the Informa-
tion to Specific Musical Styles. Also includes a cassette of examples
cross-referenced to the text. 434 pp.(P)  $49.95

3181B) THE CONTEMPORARY ARRANGER, Don Sebesky This is
an extremely useful book for beginning and intermediate arrangers that
describes notation and basics of arranging, the complete ranges of all
contemporary instruments, their respective strengths and weaknesses,
and their effective interactions and combinations within a section as well
as between sections. It also covers voices, melodic considerations and
general advice. Excellent examples of all concepts are discussed and
accompanied by a three-record set corresponding to text.

233 pp(H) $35.00

3190C) SCORING FOR FILMS, Earle Hagen Although published in
1971 this book still provides an excellent orientation to the problems and
possibilities of composing for films. It specifically addresses the mechan-
ics and vocabulary of film composition, the psychology of creating music
for this medium, and the split responsibilities of the composer and the
editor. 254 pp.(P)  $24.00

3230C) THE TECHNIQUE OF FILM MUSIC, Roger Manvell & John
Huntley This book traces the history from silent film piano accompani-
ment to present. By analyzing scores from numerous feature films the
authors show how different composers have dealt with the restrictions
inherent in film music. 310 pp.(H) $39.95

3250B) SINGING FOR THE STARS, Seth Riggs This complete pro-
gram for voice training was written by one of the most respected vocal
coaches in the world. His students have included Michael Jackson, Al
Jarreau, Bette Midler, Stevie Wonder, James Ingram among others. No
matter what style of music you sing, from pop to opera, Seth Riggs’
techniques will increase your vocal strength, clarity, flexibility, and range.

146 pp. plus two cassettes  $29.95
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3300C) THE SONGWRITER'S DEMO MANUAL AND SUCCESS
GUIDE, George Williams  This well-organized book is filled with detailed
information and practical tips about the demo process: choosing the
songs, rehearsing, arranging, casting, choosing studios, preparing the
package, submissions, finding and exploiting contacts, how the business
operates. An essential tool for writers who want to survive in the busi-
ness. 193 pp.(P) $1295

3310B) THE CRAFT OF LYRIC WRITING, Sheila Davis Based on the
author’s highly successful course at the N.Y. headquarters of The Song-
writers Guild, this book pinpoints the basic principles of good lyric
writing including a detailed analysis of rhyme and meter, illustrates the
classic song forms, and provides guidelines to avoid common pitfalls as
well as how-to techniques for rewriting. 252 pp.(H) $17.95

3330B) 1986 SONGWRITERS MARKET, Edited by Rand Ruggeberg
This new edition lists more than 2,000 song buyers; music publishers,
record companies and producers, advertising agencies, play producers
and publishers, and audio-visual firms. Each lists contact name/address,
pay rates, submission requirements, ty pes of material wanted, and busi-
ness tips. Includes helpful feature articles. 432 pp.(H) $1595

3340A) INSIDE THE MUSIC PUBLISHING INDUSTRY, Paula Dranov
This is not only the best book on the subject, it is the only book to deal
comprehensively with the market-related and economic aspects of the
industry. It examines what music publishing is and how it works, and it
thoroughly explains the role and economics of the major licensing organ-
izations, the impact of the Copyright Act of 1976, and the reasons behind
the current publishing trend toward packaging and production. It also
includes discussion of publishing contracts, foreign markets, profiles of
selected publishers, and more, 185 pp.(H) $29.95

3350E) TUNESMITH Established in 1967, this monthly newsletter for
songwriters researches and lists 12 or more top music publishers each
month who are actively looking for songs to publish. Includes back-
grounds, contacts, addresses, types of material requested, plus helpful
hints. Subscriptions: $22/6 months, $39/year

3360E) SONGPLUGGER This is a twice-monthly newsletter for music
publishers and professional songwriters which researches and lists major
record producers, managers, and other contacts who are currently review-
ing and selecting material for major recording artists. Includes contacts,
addresses, types of material needed, plus helpful hints.

Subscriptions: $72/6 months, $134/year

3400B) MAKING MONEY MAKING MUSIC (NO MATTER WHERE
YOU LIVE), James Dearing Dearing shows practical ways to make
reliable music income by developing a solid professional reputation
within your own community, diversifying your talents, and building
business savvy; maximizing club performance earnings, casuals, teach-
ing, jingle work, session work, operating a home studio, renting out your
equipment, and more useful ideas. 310 pp.(P)  $12.95

3410C) ANINSIDER’S GUIDE TO ADVERTISING MUSIC, Walt Wood-
ward  An excellent reference for advertising music professionals which
goes right to the heart of the jingle industry. Detailed, informative, and
insightful, it covers how and why music works in advertising, when and
how to use it, and all crucial elements of production for quality radio and
TV campaigns. 126 pp.(H) $14.95 Optional cassette $5.95 extra

3420B) A MUSICIAN’S GUIDE TO THE ROAD, Gary Burton This
handbook covers what every musician should know about taking an act
on the road. Written by the world-renowned vibraphonist, this easy-to-
read guide is full of practical ideas based on Burton’s 20 years of experi-
ence performing before jazz audiences. 154 pp.(P) $7.95

3430B) THE PERFORMING ARTIST'S HANDBOOXK, Janice Papolos
Here are the business basics every instrumentalist and vocalist needs for
career advancement in symphony orchestras, opera companies, chamber

ensembles, and on concert stages, including selt-promotion, resumes,
business letters, press releases, taxes, and demos. 224 pp.(H) $16.95

3440C) PROMOTING ROCK CONCERTS, Howard Stein & Ronald
Zalkind The step by step guide to staging major musical events. Topics
include getting into the business, putting together capital, securing talent,
costs and contracts, selling tickets, advertising and publicity, budgeting
and profits. Appendices include letters of agreement and contracts.

188 pp.(P}  $9.95

3445C) THE RADIO STATION, Michael Keith & Joseph Krause These
experienced broadcast professionals have written a candid and complete
explanation of the commercial radio medium. The book analyzes the
work-related functions of management, programming, sales, news, pro-
motion, production, and engineering. Each department is also examined
independently in terms of goals, functions, and operations.

329 pp.(P) $19.95

3448C) HIBERNETICS: A GUIDE TO RADIO RATINGS AND RE-
SEARCH, Jhan Hiber This superb book presents a remarkably clear
and logical explanation of current audience ratings methodology —what
ratings are and what they’re not—and an equally lucid look at audience
and sales research—what it is, what it means, and how to do it. There are
case studies and other working tools to allow any reader to gain insight
into their design and application. 252 pp.(H) $39.95

3450B) THE PROGRAM DIRECTOR’S HANDBOOK, Bob Paiva The
author strips away mystique and misinformation to provide a wealth of
practical information and thoughtful examination of the program direc-
tor’s functions, the creative, the administrative, and the profit-making
responsibilities, as well as special talents required for success.

162 pp(P) $9.95

3460B) SUCCESSFUL ARTIST MANAGEMENT, Frascogna &

Hetherington The only book to deal with all phases of artist manage-
ment from both the artist’s and manager’s point of view. In five parts:
Establishing the Artist-Manager Relationship, Planning the Artist’s Career,
Making the Plan Work, Career Maintenance and Control, and Mastering
Success. 256 pp.(H) $17.50

3570B) MIDI FOR MUSICIANS, Craig Anderton This brand new 1986
release is by far the best book we’ve seen on the subject. Clearly and
thoroughly it discusses the evolution toward Musical Instrument Digital
Interface, how MIDI solves musician’s problems, the MIDI language and
what it means in musical terms, how computers work in musical applica-
tions, MIDI applications both live and in studio, typical features of MIDI
gear and their musical uses, set up and use of MIDI-based studios, MIDI
accessories, musician-oriented software, and much more.

104 pp.(P)  $14.95

3580C) FOUNDATIONS OF COMPUTER MUSIC, Edited by Curtis
Roads & John Strawn  This superb reference book from MIT is the most
complete overview of the field for serious students and practitioners. In
four sections it covers Digital Sound-Synthesis Techniques, Synthesizer
Hardware and Engineering, Software Systems for Music, and Perception
and Digital Signal Processing. It contains many classic articles in revised
and updated versions and should be in every contemporary composer’s
library. 736 pp.(H) $50.00

3590C) COMPOSERS AND THE COMPUTER, Edited by Curtis Roads
This book addresses the major trends in contemporary compositional
thinking by examining the aesthetics, philosophy, technology, and com-
puter music compositions of well-known and innovative composers
working in the field. It shows the applications of both small and large
systems to musical composition. 201 pp.(H) $24.95

3600C) MUSICAL APPLICATIONS OF MICROPROCESSORS, 2nd
EDITION, Hal Chamberlain The new expanded and revised edition of
this superb volume covers new analog and digital synthesis techniques,
nonlinear waveshaping, digital audio conversion, and background and
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historical material detailing the most current micro technology with
thorough discussion of musical input devices, keyboard design concepts
and sound generation circuits as well as an entirely new section which
examines the practical applications of synthesis theory in professional
synthesis products and studio equipment. 802 pp.(H) $39.95

3610B) THE NEW COMPLETE SYNTHESIZER, David Crombie The
new 1986 edition of this extremely useful primer has been entirely
updated to incorporate new developments in technology. In addition to
general discussion of all fundamental concepts for beginners, it also
addresses analog and digital synthesis, phase distortion synthesis, FM
synthesis, sampling, MIDI, and computer-based systems for the more
experienced practitioner. 112 pp(P) $12.95

3611B) SYNTHESIZER BASICS, Keyboard Magazine A primer for the
beginning and intermediate electronic musician covering basic concepts,
components, synthesizer sound systems, recording and specsmanship.
Written by leading experts, pioneers, and performers. 120 pp.(P) $8.95

3612B) SYNTHESIZER TECHNIQUE, Keyboard Magazine This book
explains how to utilize the technical and creative potential of today’s
synthesizers; recreating timbres, pitch-bending, modulation and expres-
sion, lead synthesizers, soloing and orchestration. Hands-on practical
advice and instruction from the best teachers and players.

120 pp.(P) $8.95

3613B) SYNTHESIZERS AND COMPUTERS, Keyboard Magazine
This volume discusses the creative application of computers as synthe-
sizer controllers and includes information on computer literacy for musi-
cians, interfaces, MIDI, digital synthesis and more. With contributions by
Bob Moog, Roger Powell, Craig Anderton, among others.

120 pp.(P) $8.95

3614B) THE COMPLETE GUIDE TO SYNTHESIZERS, SEQUENCERS,
AND DRUM MACHINES, Dean Friedman A very useful consumer’s
guide which details products by category in order of suggested retail
price, this well-illustrated book contains complete technical specs, com-
ments based on hands-on use, ease of programmability, MID! capabilities,
performance controls, extra features, manufacturers listing, glossary, and
an update on current music software. 112 pp.(P) $9.95

3615B) DX7: THE YAMAHA DX7 DIGITAL SYNTHESIZER, Yasuhiko
Fukuda Fully illustrated with diagrams and charts, this is a step-by-
step manual to the parts, operation, and unique capabilities of this
machine. It covers DX-FM sound source, play mode-edit mode, string
tone colors, edit recall, and more. 140 pp.(P) $14.95

3616C) HOW TO UNDERSTAND AND PROGRAM YOUR YAMAHA
DX7, Lorenz Rychner DX7 owners and students from the synthesis
department at the Dick Grove School of Music, L.A,, were interviewed to
find out what they wanted in a text. The result is this fine book, officially
endorsed by Yamaha, which provides a 62 step tutorial walk-through of
DX?7 features, in-depth analyses of different patches which explain all
aspects and settings, useful discussion on what algorithms to use, split
keyboards, DX7 deficiencies, and much more. The approach is more
musical than technical. 103 pp.(P) $24.95

3617B) KEYFAX, THE GUIDE TO ELECTRONIC KEYBOARDS, Julian
Colbeck This current and comprehensive consumers’ guide contains
reviews of all polyphonic/monophonic synths, electric pianos and organs,
and music computers including software. Each review is accompanied by
quality and value ratings, at-a-glance fact sheets, recommended retail
prices, etc. Includes international lists of manufacturers and distributors.

208 pp(P) $9.95

3618C) ELECTRONIC MUSIC CIRCUITS, Barry Klein Understand
music synthesizers, how they work and how they’re built. This book
explains and illustrates each component in the synthesizer system, then
the components are combined into a do-it-yourself sample system with
suggestions for modifications and enhancements. 302 pp.(P) $16.95

3620B) TUNING & REPAIRING YOUR OWN PIANO, Jim Jackson

Step by step how-to’s for tuning, maintaining, and repairing pianos.
Repair techniques for grands, uprights, consoles, and spinets, written for
beginners and professionals. Includes a troubleshooting guide and pro-
fessional tips for unstable pianos. 192 pp.(P) $12.50

3650B) GUITAR GADGETS, Craig Anderton Written by the expert on
the subject, this complete “consumers’ guide” to electronic guitar gadgets
show how to buy them, fix them, and get the most out of them. It teaches
how to thoroughly evaluate all effects on a mechanical, electronic, and
sonic basis. 192 pp.(P) $14.95

3660B) ELECTRONIC PROJECTS FOR MUSICIANS, Craig Anderton
Shows how to inexpensively build your own preamp, compressor/limiter,
ring modulator, phase shifter, noise gate, talk box, tuning standard, plus
20 other accessories. Written in clear, easy-to-follow language with a
complete overview, hundreds of helpful diagrams, and step by step
instructions. 220 pp(P) $14.95

THE COMPLETE ELECTRIC BASS PLAYER, Chuck Rainer In five
volumes by one of the world’s most famous bassists, this is an excellent,
thoroughly-illustrated method for learning the electric bass, musician-
ship and dexterity.

3665B) THE METHOD,BOOK1 An easy-to-follow method containing
many original exercises designed to strengthen the hands, give inde-
pendent finger control, and develop the musical sense.

192 pp(P) $14.95
3666B) PLAYING CONCEPTS & DEXTERITY,BOOK2 Further builds
dexterity as a bass player while developing ability to play in all styles and
handle all rhythms. 76 pp.(P) $7.95
3667B) ELECTRIC BASS IMPROVISATION, BOOK 3 Teaches the
important skill of improvisation as applied to electric bass with exercises
designed to both improve technique and increase musical knowledge.

60 pp.(P) $7.95
3668B) SLAPPING TECHNIQUES,BOOK 4 Filled with important exer-
cises designed to strengthen the hands for successful bass slapping, this
volume deals with the various slapping techniques possible on the elec-
tric bass. 56 pp.(P) $7.95
3669B) BASS CHORDING, BOOK 5 Covering most major and minor
chords, this book shows how to use chords on the bass to add color to
music. 56 pp.(P) $7.95

3700C) THE RECORD PRODUCERS, John Tabler & Stuart Grundy
Profiles based on exclusive interviews with 13 of the greatest hitmakers,
Leiber & Stroller, Tom Dowd, Phil Spector, Richard Perry, Bill Szymczyk,
Todd Rundgren, George Martin, Mickie Most, Glyns Johns, Tony Vis-
conti, Chinn & Chapman, Roy Thomas Baker, and Chris Thomas.

248 pp.(P) $10.95

3710C) THE GUITAR GREATS, John Tabler & Stuart Grundy Profiles
based on in-depth interviews with masters of electric guitar, B.B. King,
Eric Clapton, Carlos Santana, Pete Townshend, and ten others. This
fascinating book covers each artist’s musical background, innovations,
techniques, career, and private life, with definitive discographies.

192 pp.(P) $10.95

3715B) ELECTRONIC DRUMS, Steve Tarshis, Frank Vilardi This new
release is the first book on the subject. It discusses electronic drum kits as
well as drum computers with details on what to look for before your
purchase, programming theory and techniques, and triggering and sam-
pling devices and considerations. Also includes a comprehensive break-
down of all the leading brand names. 86 pp.(P) $9.95

3717B) THE ROLAND DRUM MACHINE RHYTHM DICTIONARY,
Sandy Fieldstein A complete dictionary for any Roland drum machine
with a wide variety of rhythm style patterns, this book is quite useful and
interesting to drummers, songwriters, arrangers, keyboardists, and any-
one using drum machines in production. It includes rock, jazz, latin,
special dance rhythms, specialdrum fills, and a section with samplings of
the styles of today’s most popular drummers. 120 pp.(P) $14.95
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3720C) THE BIG BEAT, CONVERSATIONS WITH ROCK’S GREAT
DRUMMERS, Max Weinberg Weinberg, drummer with Springsteen
and the E Street Band since 1974, has written an insightful tribute to 14
premier rock drummers. The drummer-to-drummer interview format
offers compelling and distinct perspectives on a wide range of subjects,
with lots of behind-the-scenes views. 197 ppP’)  $9.95

3730C) ALLYOUNEEDIS EARS, George Martin  The fascinating auto-
biography of the man who recorded and produced The Beatles from the
start. He describes what it was like in the studio from the first audition of
“Love Me Do to the wild experimentation of Sergeant Pepper.

285 pp")  $8.95

3740C) PLAYINGIN THE BAND, AN ORAL AND VISUAL PORTRAIT
OF THE GRATEFUL DEAD, David Gans & Peter Simon  The definitive
work, this stimulating portrait was written by Mix music editor David
Gans with the full cooperation of the band. Rather than dwell on the social
phenomenon, Gans focuses on the evolution of the band’s unique and
sophisticated musical language and intelligently presents these musi-
cians as ever-changing individuals within a group context. Great photos.

192 ppP)  $14.95

3770B) THE BILLBOARD BOOK OF TOP 40 HITS, 1955-PRESENT, Joel
Whitburn  Filled with exclusive trivia and rare photos, it covers every
Top 40song’s debut, length of stay, and highest position on the charts, the
label and record number of every song, various versions of the same song
to chart, all the hits of an artist’s career, etc. 512 pp.(P)  $14.95

3780B) THE BILLBOARD BOOK OF NUMBER ONE HITS, Fred Bronson
The ultimate encyclopedia for pop music fans focusing on the records that
reached the very top. It details the inside stories with many revealing bits
of personal information from the artists and other involved industry
personnel. 624 pp.(I") $14.95

3800D) THE PSYCHOLOGY OF MUSIC, Edited by Diana Deutsch

This is an excellent reference on the rapidly expanding field of psycho-
acoustics of special interest to synthesists, composers, instrumentalists,
and producers. It thoroughly covers the ways music is processed by
performer and listener. Contributors are researchers in acoustics, elec-
tronics, and perception; musicians, and professors of music and audi-
ology. 559 pp.(H) $55.00

0070A)

STUDIO LIFE: THE OTHER SIDE OF THE TRACKS, by Mr. Bonzai, is
a satiric and whimsical journey through the hidden world of recording, filled
with colorful characters and bizarre sessions. Join the crew at Ryan Record-
ing as they struggle for respectability and profits in the music industry:

Mr. Bonzai, the optimistic studio manager; Cart Ryan, young engineer-

ing virtuoso; Layla, the lovely receptionist/second engineer; and

Smilin’ Deaf Eddie, the miracle maintenance man.

Once inside the double-insulated studio doors, you’ll meet some
familiar characters. . .the lounge singer going for a Grammy, the
aging pop star laboring for twelve years on his new album. You’ll
visit engineering conventions where preposterous new products are
unveiled. You'll discover the secret of the phantom snare, thrill to
high-tech recording espionage, and venture into music video, all
from Mr. Bonzai’s affectionately irreverent point of view. It is

first-rate entertainment throughout.

160 pp.(P) $7.95
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3810D) MUSICAL STRUCTURE AND COGNITION, Ian Cross, Robert
West  This advanced volume provides a wide ranging and up-to-date
account of human perception and production of musical structures. The
first two-thirds of the book focuses on music perception, while the final
third considers instrumental and vocal production. Topics inclade mod-
els of musical structure, recall of melodies, the perception and production
of rhythm, the user of contour and internal information in melody recog-
nition, and much more. 360 pp.(H)  $59.50

3910C) THE CONCISE OXFORD HISTORY OF MUSIC, Gerald Abra-
ham Packed with information, written with a profound feeling for the
character of music and its changes from one perivd to another. Focusing
on the whole continuum of musical history rather than specific instru-
ments or composers, this history is scholarly, up-to-date, and as complete
as possible in a single volume. 968 pp.(H) $45.00

3921C) THE OXFORD DICTIONARY OF MUSIC, Michael Kennedy
This is one of the best references ever for thorough yet concise informa-
tion about all aspects of music: its structure, instruments, composition,
performance, musicians, etc. It has over 10,300 cross-referenced entries
and has been updated to include the development of music in the 20th
Century. Every musician should own this book. 860 pp.(H) $40.00

3940C) THE RECORD PRODUCERS FILE—A DIRECTORY OF ROCK
ALBUM PRODUCERS, 1962-1984, Bert Muirhead This is a timely and
unique reference and very usable guide for music and record business
professionals, bands, songwriters, and rock fans. Over 65,000 albums were
researched and this book contains over 20,000 of them listed by producer
with separate cross-referenced indices of album titles, record companies,
groups, artists, soundtracks, and producers’ cumulative chart success.
288 pp.(P)  $10.95

3950C) CALIFORNIA MUSIC DIRECTORY (NORTHERN CALIFOR-
NIA EDITION), Augie Blume & Associates This is a comprehensive
directory designed to be used by anyone needing to target a promotion,
marketing, or advertising campaign for any music, product, or service
they have to offer to the Northern California market. The reference code
system used enables quick identification of each listing by music or media
166 ppI")

type. $29.95
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Instruction on videotape is great! Not only can you study with the best
players and teachers of our time, but you can play the tapes over and over
until you get it right. Add to that the advantages of split screens, slow
motion, and extreme close-ups, and you have one of the best lessons you’ll

ever take.

When ordering, remember to specify VHS or Beta format.

DCI VIDEOQO has recorded high quality video-
tapes which demonstrate in detail the style and tech-
niques of some of today’s most respected musicians.
These tapes combine the idea of a master class with a
portrait of the artist, and each tape features an inter-
view segment exploring questions of technique, prac-
tice routines, and early stylistic influences along with
classic solo and group performances. Most tapes in-
clude transcriptions and written exercises derived
from the videos.

4101C) STEVE GADD, UP CLOSE One of the most recorded drum-
mers of all time, Steve demonstrates practice techniques, applying rudi-
ments to the set, chart reading, keeping time, bass drum technique,
4-stick drumming, sambas, solos and much more. 60 minutes $49.95

4102C) STEVE GADD II, IN SESSION Features Steve in the studio
with two all-star rhythm sections including Will Lee, Richard Tee, Jorge
Dalto, and Eddie Gomez. Steve works up tunes in a variety of styles like
funk, reggae, bebop, and several Latin feels. Also included are some of
Steve’s most exciting recorded solos. 90 minutes  $59.95

4103C) JOHN SCOFIELD, ON IMPROVISATION Featuring the gift-
ed jazz guitarist currently with Miles Davis. Topics include the use of 17
major modes and scales, chromatics, passing tones, melodic devices, and
picking techniques. A wealth of information for the serious guitarist.
60 minutes  $49.95

4104C) LOUIE BELLSON, THE MUSICAL DRUMMER Performing
with a quintet, Louie isolates and discusses his part in each of seven
musical pieces. Styles include swing, samba, shuffle, bossa nova, brush
work, and a rock piece. Louie also covers double bass drum technique
and performs two incredible solos. An accompanying booklet is also
available. 60 minutes, $49.95 Booklet, $7.95

4105C) ED THIGPEN, ON JAZZ DRUMMING Covers the basics of
jazz drumming, the importance of the bass drum in jazz, jazz ride
patterns, phrasing in time and extensive brush technique. Includes
several outstanding solos. 60 minutes  $49.95

4106C) JACO PASTORIUS, MODERN ELECTRIC BASS The defini-
tive study of one of the world’s most respected bassists. Interviewed by
close friend and session bassist Jerry Jemmott, Jaco discusses right and
left hand technique, fretless bass, scales and arpeggios, study concepts,
etc. Also included are solos and group performances with John Scofield
and Kenwood Dennard. 90 minutes  $59.95

4107C) ADRIAN BELEW, ELECTRONIC GUITAR One of today’s
most innovative guitarists, Adrian covers alternate tunings, creative
soloing, two-handed fingerboard techniques, fretless guitar, and the use
of electronic effects. Adrian also performs some tunes from solo LPs and
King Crimson. 60 minutes  $49.95

4108C) RICHARD TEE, CONTEMPORARY PIANO A veteran of
thousands of records ranging from Aretha to Paul Simon, “Tee” covers
topics like practicing, chord substitutions, left-hand technique, backing
a vocalist and more. Also featured are several performances with Steve
Gadd, including Ellington’s “Take the A Train.”” A must for the serious
keyboard player. 60 minutes $49.95

4109C) LENNY WHITE, IN CLINIC Session drummer Lenny White
discusses his approach to playing, practice techniques, fusion music,
internal timekeeping, relaxation and more. He also performs several
tunes with a trio featuring bassist Rick Laird. 60 minutes  $49.95

4110C) RICK DERRINGER: SECRETS Features Derringer in an inti-
mate setting giving invaluable pointers and tips on soloing, scales,
endurance and chop-building exercises among other important aspects
of guitar playing,. Rick also performs several tunes with the band. This
tape is ideal for beginning-intermediate guitarists. 40 minutes $39.95

4111C) MAX ROACH:IN SESSION/IN CONCERT This tape offers a
close look at this brilliant drummer in two different contexts. First we sit
in on a recording session allowing an intimate view of Max as producer,
composer, and improvisational master. The second half of the tape is
comprised of exciting footage of Max in solo performance at the Kool Jazz
Festival displaying the full range and texture of the drumset.

60 minutes  $49.95

4112C) BILL BRUFORD AND THE BEAT This is a fine portrait of
Bruford which is entertaining as well as instructional. He demonstrates
and discusses various aspects of his drum technique as well as his
attitude toward music in general. Also featured is excellent footage of
him with King Crimson and Yes with special appearances by Robert
Fripp and Steve Howe. 30 minutes  $39.95

4150C) THE SECRETS OF ANALOG AND DIGITALSYNTHESIS A
comprehensive overview of all aspects of the creation and performance
of synthesizer sounds. A simple, no-nonsense guide to making any
sound on any synthesizer, as well as valuable insights into stage and
studio performance techniques. Contains an in-depth tour of virtually
every major manufacturer’s synthesizer product line, as well as “Pro-
gramming the Yamaha DX7.” Featured is Steve DeFuria, a leading con-
sultant in the areas of design, configuration, and interfacing of music
synthesis systems. He has worked with Frank Zappa, Stevie Wonder,
and Lee Ritenour among others. A 130-page manual is provided with
each tape. 120 minutes  $89.95

4151C) THE DRUMSET: A MUSICAL APPROACH This two hour
tape produced for Yamaha focuses on the fundamentals of jazz, rock, and
funk drumming. Noted drummers and teachers Horacee Arnold and Ed
Soph narrate informative and musical segments dealing with hand/foot
coordination, solos and fills, playing with the rhythm section (featuring
all-star NYC session players), and a historical overview. Booklet in-
cluded. 120 minutes  $89.95
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HOT LICKS VIDEO presents music instruc-

tion with some of the world’s best players and teach-
ers. Because of the advanced techniques and gra-
phics on these tapes, they are even better than in-
person lessons. Utilizing split screens, the videos
actually show the music and tablature as it's being
played, and both right and left hand techniques are
shown in vivid close-up so you can learn all the
subtleties. Many of the tapes feature Arlen Roth,
respected session player, excellent teacher, and gui-
tar coach/consultant behind the film Crossroads.

4201C) HOT COUNTRY LEAD GUITAR, Arlen Roth  This video con-
tains some of the hottest country picking you'll ever learn. You’ll work
on country string bending, unique “pedal steel” licks, pick and finger
technique, chicken pickin’, false harmonics, double-note bends, rapid-
fire picking, rockability, “claw’” style, volume swells, and numerous
other techniques. 60 minutes  $49.95

4202C) SLIDE GUITAR, Arlen Roth  On this video, you'll learn proper
slide technique, “box’’ patterns, blues, country, and rock styles in open
E and G tunings, standard tuning slide, crucial right and left hand
damping, slide tilting, hammer-ons, pull-offs, harmonics, vibrato, and
the styles of Duane Allman, Elmore James, Robert Johnson, and Muddy
Waters. This is the definitive study on slide guitar, 60 minutes $49.95

4203C) ADVANCED ROCK AND LEAD GUITAR, Arlen Roth This
video shows with pinpoint accuracy and detail how to play chromatic
style rock leads, volume control effects, advanced single and double-
note bends, Arlen’s unique harmonic hammer-ons, advanced scales,
tricks, and countless licks. 60 minutes  $49.95

4204C) CHICAGO BLUES GUITAR, Arlen Roth This tape is for the
intermediate to advanced player and covers blue string bending, vibrato,
improvisational skills, rhythm work, ninth chord licks, the styles of B.B.
King, Buddy Guy, Otis Rush, Eric Clapton, and Mike Bloomfield, and
countless blues licks and scales. 60 minutes  $49.95

1205C) BASS GUITAR,MASTER CLASS, John Entwistle This is your
hance to learn with one of rock’s all-time greats. You'll learn John’s
unique fingering, licks, octave style, chords, hammer-ons, pull-offs, pick-
ing, techniques, harmonics, soloing concepts, walking bass lines, string
vending, and phrasing. In addition, this video contains lots of useful tips
ind advice that will surely improve your style, technique, and overall
pproach to bass playing. 60 minutes  $49.95

4206C) DRUM MASTER CLASS, Carmine Appice This tape features
one of the most dynamic drummers and best teachers around. Carmine
discusses and demonstrates various rock patterns, hi hat accents and
patterns, fills, double bass drum techniques and patterns, complex stick
twirling for added performance “flash,” substitutions and much more.
Examples are performed several times at different tempos, and the
patterns are shown on the split screen. 60 minutes  $49.95

4207C) PROGRAMMING THE DX7, Ronnie Lawson This video fea-
tures Ronnie Lawson, player and programmer for such people as Edgar
Winter, Steve Forbert, Deodato, Al Kooper, and others. This video teaches
you to understand FM synthesis, algorithms, carriers and modulators,
complete run-through of all DX7 parameters, programming sounds
from scratch, envelope generators, and features many of Ronnie’s origi-
nal sounds. Excellent. 60 minutes  $49.95

1208C) ADVANCED DX7 PROGRAMMING, Ronnie Lawson This
video, aimed at more advanced practitioners, discusses quick editing
tips, provides understanding of DX7 keyboard scaling feature, voice
initialization, edit recall, programming split keyboard sounds from
scratch, DX7 performance features such as breath controllers, aftertouch,
mnodulation wheel and modulation pedal, and includes many more of
Ronnie’s DX7 sounds. Get the most out of your DX7.

60 minutes  $49.95

STAR LICKS MASTER SERIES VIDEO

presents an excellent lineup of players teaching in
intimate settings. The students will be led step by
step through each lick, once at tempo and once
slowly. Each videotape is accompanied by a manual
that corresponds exactly to the tape, and each man-
ual contains easy to follow diagrams eliminating the
need to read music and making these “private les-
sons’’ extremely accessible.

4301C) STEVE LUKATHER OF TOTO This premier session player
and Grammy Award-winning guitarist for Toto takes you step by step
through an exciting assortment of his hottest licks and solos from such
hits as “"Rosanna,”” “Carmen,”” “Hold the Line,”” “Lovers in the Night,”
“Break Down Dead Ahead,”” and much more. He also gives valuable tips
on equipment, soloing, effects, and more. 40 minutes  $44.95

4302C) LARRY CARLTON, SURE-FINGERED GUITARIST Voted
N.ARR.AS" "Most Valuable Player’’ for three consecutive years, and
winner of a Grammy Award for “Best Pop Instrumental Performance,”’
Larry is truly a master of pop, rock, and jazz music. In addition to seven
solo albums, he has logged over 5,000 sessions with almost every notable
name in the business. On this tape he not only teaches technique but
also imparts his attitude about playing, self-editing, and plaving with
taste and restraint. 40 minutes  $44.95

4303C) BRIAN MAY OF QUEEN This excellent guitarist takes you
step by step through a wide selection of his classic licks and solos
featuring material from 11 Queen albums. Among the songs featured are
“Brighton Rock,”” “Bohemian Rhapsody,” “Tie Your Mother Down,”
“Crazy Little Thing Called Love,” and much more. There is also a special
section devoted to harmony soloing and techniques.

40 minutes  $44.95

4304C) LOUIS JOHNSON OF THE BROTHERS JOHNSON This
Grammy Award-winning bass guitarist is one of the best in the business.
His session credits include such people as Michael Jackson, Stevie
Wonder, Michael McDonald, Stanley Clarke, and Stevie Nicks, among
others. He takes you step by step through a wide assortment of licks,
grooves, and solos featuring material from many of the Brothers Johnson
hits. 40 minutes  $44.95

4305C) ALBERT LEE, COUNTRY SUPER PICKER Winner of Guitar
Player Magazine’s “Best Country Guitarist” award for the last four years
in a row, Albert has been a session player for such stars as Eric Clapton,
Emmylou Harris, Willie Nelson, Jerry Lee Lewis, Ricky Scaggs, and
many others. He leads the student step by step through an assortment
of his hottest licks, leads, and techniques. Learn flowing double stops,
speedy scale runs, slick chicken pickin’ and much more.

40 minutes  $44.95

4306C) AL MCKAY OF EARTH WIND & FIRE  This Grammy Award
winner focuses his instruction on his specialty rhythm guitar techniques.
He carefully takes you step by step through an exciting array of tasty fills
and funky rhythms from such EW&F hits as “In the Stone,” “I'll Write
Song for You,” "Shining Star,” “Power,”” “Get Away,”” and much more.

40 minutes  $44.95

4307C) JEFF WATSON OF NIGHTRANGER  In addition to discussing
and demonstrating the licks and leads from numerous Night Ranger
tunes, Jeff also teaches his techniques of articulated speed picking,
arpeggio passages, eight finger tap ons, innovative interval lines as well
as a special look at flat and finger picking demonstrated on an acoustic 12
string,. 50 minutes  $44.95
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MUSICOLLEGE CASSETTES

TECHNOLOGY, PRODUCTION, BUSINESS & REFERENCE

MUSICOLLEGE CASSETTES, from the BMI-

sponsored Los Angeles Songwriters’ Showcase. The
following tapes are recorded lectures, forums, and
workshops from the annual LASS Songwriter Expo
held each fall in L.A. For more information on the
annual Expo and other LASS services and weekly
events, write P.O. Box 93759, L.A., CA 90093, or call
(213) 654-1666.

5110C) NEGOTIATING SINGLE SONG CONTRACTS Entertain-
ment attorney Neville Johnson covers performance rights societies, co-
publishing, performance and mechanical income, “free goods” clause,
“controlled composition” clauses, synchronization income, print income,
advances, reversions, administration fees, division of royalties between
co-writers, accounting period, foreign arrangements, registration of
translations, infringement actions, changes in the lyrics, responsibility to
pay royalties, demo costs, choice of law, choice of forum.

45 minutes  $10.00

5120C) RAISING MONEY FOR MUSIC PROJECTS Musician, per-
sonal manager and financial consultant Roger North covers many topics;
know yourself and the project, confirming validity of project, setting
goals, budgets, getting investors, deal points, i.e. 1) what you intend to
offer, 2) description of project, 3) what your involvement is, 4) minimum
investment, 5) what you are putting into the project, 6) your require-
ments from partners, 7) the actual deal—limited vs. general partnership,
dissolving partnerships, movie projects, how an investor qualifies, busi-
ness plans, market description of project, marketing image, marketing
ideas. 90 minutes  $10.00

5130C) A&R: WHAT IT IS—WHAT IT ISN'T  Neil Portnow, V.P. of
A&R for EMI/America Records, provides an in-depth study of how
record company A&R departments operate, getting your foot in the
door, importance of a video, what he looks for in a tape, getting songs to
an artist on the label, the artist/producer hook-up, importance of a club
following, getting started in A&R, and more. 45 minutes  $10.00

5140C) LEGAL FREE FORALL Prominent entertainment attorney Al
Schlesinger discusses copyright renewal, collection of mechanical royal-
ties, investing in an artist vs. production company, nonstock vs. stock
corporations, translation of hit songs into foreign languages, reversion of
copyrights, publishing rights, gospel record deals vs. secular record
deals, when not to sue, how to choose a lawyer, copyrighting your songs,

how to prove ownership of your songs, copyrighting a collective work,
and infringement. 50 minutes  $10.00

5150C) MELODY WRITING One of America’s top songwriting teams,
Al Kasha and Joel Hirschhorn, discuss why people remember tunes,
rhythmic prosody and melodic prosody, comparisons made of bridge
and verse, compounding the melody, the importance of intros, hooks,
sub-hooks, range, intervals, the different ethnic flavors in melodies,
minor and major chords, bass figures, progressions, and more.

90 minutes $10.00

5160C) SONGWRITING: THE BASICS, LASS Co-founders/directors
Len Chandler and John Braheny give an excellent overview of the basic
elements of commercial songwriting craft and business, creativity, being
prepared, where ideas come from, form analysis, basic elements of style,
function of publishers and producers, song protection, demo philosophy,
collaboration, and more. 90 minutes $10.00

5170C) FINDINGTHE RIGHT RHYTHM SETTING FOR YOURSONG

Professional writer/arranger/teacher David “Cat’’ Cohen shows how to

build effective rhythm tracks with drum machines and synthesizers.
90 minutes  $10.00

5180C) MAKING SOUND STUDIO DEALS Studio Referral Service
founder Ellis Sorkin and production consuitant Jane Boltinhouse discuss
the types of studio deals you can make for your recording projects. This
tape is filled with pointers that will help you save money in the studio
and approach studios with more confidence. 90 minutes  $10.00

5190C) NEGOTIATING APRODUCTION DEAL Attorneys Bob Ros-
ene and Robert S. Greenstein represent an artist and independent pro-
ducer in this interesting exercise which shows the many variables of
major deal points. 50 minutes  $10.00

5210C) MAKING MUSIC CONNECTIONS: "IT'S WHO YOU KNOW”
Michael Dolan and Eric Bettelli of Music Connection Magazine and C.B.
Brent of the Music Industry Network conduct a motivational seminar on
making successful contacts in the industry, becoming visible to the right
people, packaging your product effectively, and turning rejections into
opportunity. 90 minutes  $10.00

5220C) INTERNATIONAL MUSIC BUSINESS Terry Smith (Copy-
right Management), Jae Jarrett (Bovier Records), Alan Melina (Famous
Music), and entertainment attorney Kent Klavens discuss how to get a
deal overseas, sub-publishers, record labels, record executive turnover,
MIDEM, exploiting material worldwide, making money with foreign
releases, and more. 90 minutes  $10.00

THE BBC SOUND

EFFECTS LIBRARY

5600E) This is the most comprehensive sound effects
library ever put together for the professional, conceived
and assembled by some of the most inventive minds in
filmmaking, theatrical production, radio/TV, and advertis-
ing, and created by some of the world’s best engineers
specifically for the BBC. The Library includes 50 records
with over 3,000 professional sound effects at compatible
backgrounds and levels and a 120 page handbook which
contains a complete and accurate index thoughtfully and
imaginatively cross-referenced to help you find what you
need and suggest what you want. In addition, the hand-
book contains articles on the use of sound effects which
will be of help to even the most experienced professionals.

Whatever type of production you're involved in, wha-

tever sound effect you’re looking for, you’ll find the BBC
Sound Effects Library to be a cost-effective and efficient
assistant. It’s a total storehouse of sound effects, cues,
transitions, introductions. ..of moods, times, places, of
almost anything you can think of: agricultural, automo-
tive, domestic, extraterrestrial, fantastic, historical, indus-
trial, magical, mechanical, nautical, psychological, theatri-
cal, zoological, etc.

3 Volumes, 50 Records,

120 page handbook $349.00

This is a one-time charge; there are no needle-drop fees,
no license fees. Buy the BBC Sound Effects Library and get
alifetime of use from it. (Replacements for records worn or
damaged through use are available at minimal charge).
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SEARCHING FOR KEY CONTACTS
IN THE MUSIC INDUSTRY?

NOW YOU CAN HAVE DIRECT ACCESS TO THE BEST
NAMES IN THE BIZ

» To promote your music, product or service to its fullest potential
* To effectively reach your market and eliminate costly guesswork
* To make the best use of your time, energy and money

Creating great music and having a great product or service is vital, but having access to the
right people in the music industry is what can really make it happen. Unfortunately, knowing
who they are and how to reach them can be costly, time-consuming, and frustrating. Now
there is an affordable way to rapidly expand your network of key industry contacts.

Through a special arrangement with Augie Blume & Associates, Mix Bookshelf is pleased to
announce the availability of the music industry’s most current and complete computer
data base information service.

These comprehensive data bases offer you immediate access to every key segment of the

music business, including all record companies, their top executives and record producers,
all major radio station formats, and print media.

WHEN YOU NEED THE RIGHT NAMES RIGHT AWAY

MUSIC BUSINESS DATA BASE RADIO/PRINT DATA BASE
List Total List Total
Total Music Business List ............. 3,000 Total Radio List............................ 4,200
Major Label List............................ 450 Print Media List......................... 2,000
Pop/Rock Label List................... 500 Pop/Rock Radio List ... 3,300
Black/Soul Label List ... 230 Black/Soul Radio List ... 350
Country Label List ........................ 180 Country Radio List....................... @00
Jazz Label List ... 600 Jazz Radio List......................... 800
Record Company Producers........ 400 Album Rock Radio List ................ 300
Record Distributors ... 300 College Radio List........................... 800

Please Note: These are the major data bases we now have available. We can supply various
sub-categories from each of these data bases. Let us know your specific needs.

Further information regarding availability of these data bases as list printouts, as media on
computer disk or through a modem, under the ABA licensing agreement, may be requested
on the Bookshelf order form or directly from:

Mix Bookshelf
AUGIE BLUME & ASSOCIATES
Music Industry Resources
P.O. Box 190
San Anseimo, CA 94960
(415) 457-0215

Augie Blume & Associates Founded in 1973 as an independent promotion, consultation, and data base service
for the music industry, Augie Blume has nearly 30 years of experience in the music business. He is the publisher of
the California Music Directory, and winner of the “National Promotion Man of the Year” Gavin Award in 1969, and
the "Billboard Man of the Year Award for Independent Promotion” in 1978.
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MIDI, Micros,

Multl-track &

More...

.monthlyin

Electronic
Musician.

Electronic Musician is the magazine that tells
you how to use electronic musical instruments
and personal computers in the creation and
recording of music.

Edited by musician-author Craig Anderton,
Electronic Musician brings a wealth of infor-
mation every month on the latest equipment
and techniques—with a special emphasis on
how to incorporate it into your work.

Our unique editorial approach offers both
introductory and advanced articles on topics
to ensure total access to the information you
need.

» MIDI

» Synthesizers and other electronic
instruments

» Computers and their music applications
» Music Software

P Personal recording equipment and
techniques

» Electronic projects and instrument
modifications

» New product reviews
» Much, much more!

Send for a free issue and reserve your one-
year subscription at the special introductory
rate of $14.95 ($24.95 foreign). You’ll save
over 50 percent off the single copy price. If
you’re not completely satisfied with the first
issue, simply write “‘cancel” on the invoice
and that will be the end of the matter. The
first issue will be yours to keep.

Send coupon or facsimile to:
Electronic Musician, Dept. BKSF,
2608 Ninth St.,

Berkeley, CA 94710

----------------------------------------------------------------

Send me a FREE issue of

Yes!

Name
Address
City

my one-year subscription.

State Zip

Electronic Musician and reserve



l fyou like what you see in Mix Bookshelf and
want to be updated every month on the latest
developments in audio/ video production, take
a step further and order a subscription to Mix
Magazine. For just $19.95 you will receive 12
issues — and save over 58 percent off the
newsstand price!

Mix is must reading for working musicians and
engineers. As the most widely-read magazine
for recording industry professionals, Mix cov-
ers all the bases in audio, video and music pro-
duction. From articles about equipment and
techniques to profiles of the hottest production

Please hil out the coupon below clearly, clip, then mail today!
MIX SUBSCRIPTION APPLICATION

Name

Firm Name

Address

City

0O 1 Year/12 Issues - $19.95 (Save 58% Off Newsstand)

0 2 Years/24 Issues - $36.95 (Save 61% Off Newsstand)

OUTSIDE U.S. ADD $12.00 PER YEAR
(U.S. CURRENCY ONLY)

O Check/Money Order Enclosed’.

facilities and interviews with leading produc-
ers, engineers and artists, Mix brings you the
information you need to stay on top of a fast-
moving field. Mix also brings you the industry’s
most comprehensive directories of studios, re-
cording schools and programs, pro audio deal-
ers, and other essential facilities and services.

Now, you can receive Mix at home for the low
monthly price of only $19.95—58 percent off
the newsstand price! Use the coupon below to

subscribe today!

THE RECORDING INDUSTRY MAGAZINE

O NEW SUBSCRIPTION

Phone (
Title
State Zip

0 Bill me

*Receive two extra issues with cash payment

0O Visa/Mastercard #

Exp. Sig.

Print cardholder's name

THE FOLLOWING MUST BE COMPLETED FOR QUALIFICATION.

1. Are you a student? 0O Yes O No
2. Please check your business functions:

STUDIO : FACILITY DESIGN,
AOL 2 P CONSTRUCTION
=G s EQUIPMENT MANUFACTURING  [20 st

by : BROADCAST

gg)UND REINFORCEMENT RECORD/TAPE
8 S Reant

MANUFACTURING -
M MEDIA
Y }

VIDEO/FILM
Cl i

RECORD COMPANY :\AUSlC INDUSTRY/OTHER
INDEPENDENTS =

K42 __ Audio Pr ad-- As

K43 2l

K44

K45 o

ED}JCATIONAL

RETAIL/RENTAL/REP FIRMS

3. Please enter ONE number code from above that best indicates your MAIN business activity: 1 I

4. My specific job title is:
5. Signature

Date
B K SF



HOW TO ORDER

By Mail — Address your order to MIX Bookshelf,
2608 Ninth Street, Berkeley, CA 94710.

By Phone — Call (800) 233-9604 (In California (800) 641-3349)
Monday through Friday, 9:00 a.m.-5:00 p.m. Pacific Standard
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CRT, but back-to-back with fast food
franchise commercials? Never.)

By now you may have seen or heard
of VH-1's New Visions program, which
runs from 9 p.m. to midnight Saturday
nights with the unlikely Frankie Crock-
eras host. VH-1 producer Ellen Goos
enberg launched the show March 1
with a lot of questions about how it
would goover. Apparently the show's
mix of new instrumental, jazz and
avant-garde programming has caught
on well with the network’s 25-plus
demographic.

Of course, Windham Hill artists are
only one programming ingredient.
Videos from artists such as Jean-Luc
Ponty, David Sanborn, Chick Corea,
Pat Metheny, Philip Glass, Laurie An-
derson and Kate Bush also define the
rich texture of the show.

“It's all of these artists with various
musical backgrounds,” says Goosen
berg. 'They come from classical, jazz,
pop, art rock. They're making music
that is not single- orchart-oriented. It's
free from those kinds of commercial
restraints,” she explains.

The videos themselves rarely fea-
ture the musicians in any convention-
al video sense. Goosenberg thinks
that will change: "In the next wave of
videos, the artists will be in the videos.
These videos are evolving, too—but
not in the same way as those in the
mainstream at all. Rarely will you find
an artist who will wantto actin a story
in his video. But [ think people still get
a thrill out of seeing the person who is
creating the music,” she concludes.

If you sat the Wham and Honda
Scooter crowd in front of a Paul Winter
video, what would happen? "I think
they'd probably be a little bored. It's

When Windham
Hill began releas-
ing music videos
last year, whod
have thought

youd be seeing
them on TV?

not what they're used to," says Goos-
enberg.

The so-called "new age” genre also
seems suited to another growing pro
gramming outlet: the franchise lounge/
restaurant. Roberta Perry, president
of El Segundo, CA-based E.T. Video,
says she gets two or three calls a day
from customers requesting this type
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of video. ET. supplies programming
for hundreds of bars that are part of
restaurant and hotel chains such as
Marriott, The Velvet Turtle, Houlihan's,
Spoons, The Rusty Scupper, and many
more.

"These videos are good for this en-
vironment because the customer is
usually a little older, and we need ma-
terial that is not in any way offensive
to the dining customer,” says Perry.
“We especially have to watch exces-
sive use of sex and violence, which
can alienate the dining customer who
just might be walking through the
lounge.

"One source of these videos that
are getting popular with my clients is
a small label called Private Music,”
according to Perry. This New York in
dependent has issued one 25-minute
video compilation of five artists, pro
duced and directed by president Peter
Bauman.

Private Music national sales man
ager Stuart Wagman says the videos
“don't tell a story. They're pleasing to
the eye while moving along with the
music. We're really interested in the
artform of music and visuals." Some
artists on the label include Lucia
Wong, Sanford Ponder, Jerry Good-
man and the newly signed guitar vir-
tuoso Leo Kottke.

New Entertainment
Biz Database

Since last February, show bizexec-
utives, producers, researchers and
writers have been able to tap into a
huge computerized information source
in New York called Baseline. The sub-
scription service offers computer and
phone service to answer questions re-
garding more than 34,000 films, tele-
vision shows and theatrical produc-
tions, plus data on more than 200,000
people who have been involved in
making them. Founder James Mono-
co's goal is to eventually compile de-
tails on films dating back to the silent
era, although right now Baseline only
traces back to 1970 in film, and 1934
in television. The sign-up fee is $97,
with a monthly subscription charge of
$75. Right now, most of the major film
studios, agencies and television net-
works are members.

Northern California
Media Resource Guide

From the people who brought you
the Media Encyclopedia comes The
Northern California Media Resource
Guide in November of ‘86. San Jose-
based Inter-Sight Communications
plans to document services in the Bay
Area, San Jose/South Bay, Sacramen
to, plus smaller metropolitan areas
such as Monterey Bay and Eureka. lf
you want to list your company, the

deadline for space reservation is Aug-
ust 30, 1986.

Facility Notes

The Dub Center in Owings Mills,
Maryland (right outside of Baltimore)
has expanded its audio and videodu
plication facilities. The upgrade in-
cludes (100) VHS decks, (25) 34-inch,
(6) 2-inch Quads, (6) Beta 1s—all oper-
ating on a 24-hour basis. The com-
pany has also recently opened a new
facility in Bayshore, Long Island,
which also operates around the clock
with a 35,000 cassette capacity per
day. The Dub Center offers free pick-
up of your master from anywhere in
the United States.

Allied Film and Video, with loca-
tions in Dallas, San Francisco, Orlando,
Washington, D.C., Chicago and Detroit,
announces standards conversion ca-
pability in each of their facilities. Mate
rials on either film or video can be
converted to NTSC, PAL, or SECAM,
using a bi-directional digital standards
converter that also includes image en-
hancement, noise reduction, 2-chan-
nel audio and three base correction.

If you're looking for a facility to con-
vert your old black and white TV or
film programming to color, you might
want to check out the American Vi-
deo Factory in Marina Del Rey, Cali-
fornia. This year the facility has made
a name foritself by colorizing old pro-
grams for home video release featur
ing Roy Rogers, John Wayne, Charlie
Chaplin, and The Little Rascals.

One Pass Film & Video, a division
of Scanline Communications in San
Francisco has recently committed it-
self to interactive video disk produc
tion by forming a new department,
headed by Andrea Merrim.

AFI Announces New Grant for
Music Video Artists

Aspiring composers and directors—
here's a new chance to get your foot
in the door of the industry. Music vid-
eo producer and artist Michael Nes-
mith is sponsoring an award (to be
presented by the American Film Insti-
tute) that will provide a cash produc-
tion grant and access to the state-of-
the-art video facilities at the AF], Los
Angeles. A winning video director/
musician team will get the chance to
create an original music video work.
You have to submit examples of your
music and media work with a one-
page concept for your proposed mu-
sic video collaboration.

The deadline is August 15, 1986,
and you can get an application form
by writing to: The Michael Nesmith
Award, The AFI Television Workshop,
PO Box 27999, 2021 N. Western Ave.,
Los Angeles, California 90027. (213)
856-7743. [ ]
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by Lou CasaBianca

OVERVIEW

he development ot the long form
concerttilm isexperiencing a rennais-
sance in creative growth and commer-
cial success. The 90-minute length
puts the program time in feature film
territory. Charlex's Yes Concerts, Sting's
Bring On the Night, Tom Petty and the
Heartbreakers' Pack Up the Planta-
tion, The Eric Clapton Concert and
The Talking Heads' Stop Making Sense
are yood exarnples of music tilms that
have captured the imagination of the
public and thus been successtul in
difterent torimats.
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PRE-PRODUCTION

Planning

The logistics of live concert produc
tion can be awesome. When you add
in the myriad factors connected with
tilm and/or video coverage to the reg
ular requirements of a live concert,
the complexity takes a guantum leap.
The key pre-production decisions are
the type of tilm, cameras, crew and
shooting locations. Most concert vid
eos are photographed on 16mm or
35mm film. Basic coverage can be
shot with as few as three to hve cam
eras, but generally use tive to eight
cameras, and some productions em
ploy as many as 12 cameras to docu
ment the production from every angle.

In most cases, the artists and their
management prefer filming or taping
to take place at the end of the concert
tour. The band knows the music in
side out, the sound and lighting crews
are totally tuned nto the show, and
presumably the artists are in better
physical shape tor the workout of be
g on tour.

- -l

The Steadicam in action on the set
ofRendevous. (L to R) producer Ken
Caillet, Al Feurbach, Brett Leonard,
Steadicam owner/operator Erich
Sommers and actress Rae Dawn

Chong.

FILM

Rehearsal

The first level of planning includes
attending a concert by the principal
production team: producer(s), director,
director of photography, and lighting
director, ideally. In some cases, this is
not possible, and rehearsal for an up-
coming tour or performance can serve
the purpose of the preview orbecome
the production venue itselt.

The use of computers in pre-pro
duction planning and dunng the pro
duction process can help make the
post-production logging virtually
transparent. Storyboarded and script
ed shot hsts used in pre-production
meetings would be based on each
song as a scene and the framework of
the songs in the concert structure. A
timed script run down, keyed to music
and lighting cues, is set as the road
map of shot requirements trom each
ot the camera positions. Tones, slating,
SMPTE tiine code standards, and
camera directton and switching mn
structions are also prepared and im
plemented by the staft and crew at
this point
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Cameras

Cameras should be ideally suited
to the conditions of a rock concert
environment. The hot and low light
level conditions of a concert require
equipment that is rugged enough to
work under field conditions. A com
bination of handheld, tripod-mounted,
dolly and crane-mounted units are
located at camera positions deter
mined on prior checkouts of the con
cert performance. Film selection is
usually based on the look and feel the
producers and director are shooting
for. Hard edge color or black and white
film can be used for a specific effect.
Mag tilm loading and reloading logis-
tics and coordination are a critical
element in keeping cameras loaded
for wall to wall coverage. An overhead
camera with a 25mm to 250mm zoom
lens located between 17 and 21 feet
above the stage can provide a unique
overview picture of the action. Sting is
part owner of the "Hot Head,” a com
puter-controlled camera that can oper
ate overhead or at the end of a crane.
A 16mm military camera helmet was
worn by Heartbreakers drumimer Stan
Lynch for the band's film shoot, pro
viding an unusual perspective on the
interaction among band members
The ability to read frame lines in the
dark and the use of adevice that auto
matically defogs the viewing lens un
der higher than usual temperatures
are productions tactics that are con
sidered at this stage. Panallex, Arri
flex and Mitchell are among the man
ufacturers who have set the standard
in this field.

The use of 300, 400 and 600mm
lenses is typical to provide broad cov
erage. Close-up head and shoulder
shots are captured by the 600mm lens;
25 to 250 zoom lenses would be used
on dollies located in front of the stage
for close-ups. Lenses by Cannon, An
genieux and Panavision have become
standard tools in this kind of produc:
tion. Communications between the
technical staff and crew is essential.
The talk-back systems operating char-
acteristics can contribute directly to
the success of the production effort.
Lighting

The set can be an elaborate thematic
construction, or simply an ambient
environment created with lighting ef
fects. The use of rear screen projec
tion, scenery screens, scrims and light
ing variation can allow the backdrop
to change with each song. Riser design
and placement may have to be ad
justed to accommodate film/video
reguirements.

Perhaps the single most critical fac
torin the look of a fimished production
is the lighting direction. The effect of
computerized lighting systems can be
extremely dramatic. The mood or “feel”

JULY 1986

CUT YOUR CASSETTE COSTS IN HALF!
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on your blank cassette needs?
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PRODUCTION & STUDIO

WHEN YOURE READY

¢ Amek Console

¢ 3M 24 Track Deck

¢ 2Rev7’s

¢ Tri-Stereo Chorus

¢ Lexicon Digital Reverb & Delays
¢ Eventide Harmonizer

¢ Yamaha Delays

¢ Bradshaw Guitar System

¢ Synths, Grand Piano

¢ Linn Drum Machine

¢ Compressors, Limiters, Gates
¢ Great Mics

¢ JBL, NS 10’s, Aurotone

¢ Much, Much More.. ..
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of a piece is set by the lighting. Live
concerts have been shot with the light-
ing exactly as designed for the live
concert show, but the result in most
cases has been inadequate lighting
for film or video. Dark areas with al-
most no light contrast sharply with

" well lit areas, and the artists are often

back-lit. Deferring to the requirements
of the film medium is the only way to
assure that the proper time and con-
sideration will be given to this impor-
tant production parameter. Usually,
the entire set is brightened and band
member risers and stage locations are
reinforced. Lighting systems are gen-
erally controlled by a 96-channel con-
sole interfaced with a personal com-
puter running lighting production
software programmed to the concert
performance. The unit can control as
many as 400 lamps with preset posi
tions and levels.

PRODUCTION
Video

Most live concert coverage is shot
on film. Video delivers a much cooler
image and precludes film distribution
to domestic or overseas film distribu
tion. One-inch, 34-inch and Betacam
half-inch VTRs can be used independ-
ently or in combinations. High-defini-
tion and digital television will eventu-
ally provide the resolution, and ap-
proach the distribution coverage of
film. However, 35mm film is the de
facto standard for quality and format
delivery in concert as well as feature
film production. The expanded use of
computer and video technology in
filmmaking has resulted in film pro-
duction technigues that can incorpo-
rate digital audio recording and fea
ture film-quality computer-controlléd
cameras, lighting and editing.

Time Code

Any combination of slates, film code,
tilm edge numbers, crystal tones and/
or SMPTE time code can be used to
sync the production. In general, pro
duction companies establish theirown
methodology, usually based on expe
rience. The editor, if consulted in ad
vance, will have constructive sugges-
tions about how the footage should be
coded to conform to his or her operat-
ing methodology. Whichever approach
is taken, it is critical that the synching
method work and be reliable not only
on the day or dates of the shoot, but
also, when footage is synched up for
editing. Potential problems can be
created when: converting 24 frame
persecond film production to 30 frame
per second video, the so-called three
to two pull down; drop frame vs. non
drop frame; from a defective time code
track; or from a slow motor on one or
more cameras or video decks, etc.

The Steadicam is a
“servo-system”
designed to pro-
vide total portability
and mobility, while
recording extreme-
ly smooth images.
The camera
becomes an exten-
sion of the body
and the operator
can shoot while
walking, running or
at a standstill.

Production Tools

There are a numberof tools that are
essential to creating the final look of
the production. Cranes, dollies, steadi
cam and computer-controlled over-
head cameras are all devices that add
adistinctive style to a production. Long
moving shots with the camera opera-
tor and camera on a crane floating
overthe audience "trucking” in toward
the stage have provided a new look to
what in many cases has been a fairly
static photographic vocabulary for
concerts. Dollies can be used to cover
the down stage action.

POST-PRODUCTION
Editing

Typically the assistant editor(s) is
assigned the opportunity to experience
the agony and ecstasy of logging the
camera footage. If the production is
shot on video 34-inch or half-inch time
code, window dubs are made. If shot
on film, in most cases, the film is con
verted to one-inch video on the Rank
Cintel and 34-inch or half-inch video
time coded window dubs are made
from the one-inch. The kind of shot,
the duration and the "quality” or pro
duction value of the shot are all logged
for the editor and director to review.
The use of computers in the pre-pro
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duction planning and during the pro-
duction process can help make the
post-production logging virtually trans-
parent. A storyboarded scripted shot
list used in pre-production meetings
would be based on the unit song struc-
ture and the framework of the songs
in the concert. The timed script run-
down keyed to the music and lighting
cues used as the road map of shot
requirements from each of the camera
positions, becomes the check list for
shot decisions in post-production. We
have covered the advantages and dis-
advantages of editing film work prints
vs. off-line half-inch or 34-inch video
in other MVP articles. This is a deci-
sion usually made based on the per-
sonal preference of the director and
editor, sometimes driven by the eco-
nomics of the shoot. Slating, SMPTE
time code standards, logging proce-
dures and tasking requirements are
all uniform procedures structured in
pre-production meetings and evolved
from one production to the next.

Distribution: New Vistas

U.S., European and Japanese home
video markets can often be pre-sold,
and for more established artists there
is also the potential for U.S. and Inter-
national theatrical release. An ad hoc
circuit of video clubs across the U.S,,
Canada and Europe can serve as pro-
motional outlets for an album and/or
movie soundtrack, as well as the the-
atrical release.

Concert footage can be enhanced
by the addition of segments from band
home movies, previous concerts, in-
terviews, backstage and on-the-road
sequences and still photography. The
Charlex production of Yes concert
footage has set a standard in the use
of animation and computer graphics
as visual narrative connective links
used to move through the music and
on stage visual images.

The capabilities provided by digital
recording and half-inch stereo, 8mm
digital and laser Compact Disc play-
back, as well as big screen home video
viewing, represent a new level of home
entertainment delivery. Cable and
broadcast stereo television are able to
deliver quality audio to an advanced
home entertainment center. The new
Pioneer 900 series laser unit plays
audio Compact Discs and video disks
in sync. Stereo movie houses, video
mini-theaters and cinema restaurants
with high quality sound systems are
all venues designed to keep people
going to the movies. Between the tech-
nology at the production front-end and
the technology available to the con-
sumer at the playback-end of the proc-
ess, there is a chain of technologies
linked to deliver new standards in live
sound and film concert recording. B
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LEARN MUSIC
THE WAY QUINCY JONES DID.

AT BERKLEE.

“Berklee is the training ground of industry professionalism.
Berklee students walk right out of school into Quincy Jones
sessions with no stops in between.. . Ernic Watts, Harvey Mason,
Neil Stubenhaus, Abe Labor’el, John Robinson are Berklee
students who are instrumental in the music | make. Berklee

College of Music trains yvou tor the big leagues. Take it from me?

—Quincy Jones

Berklee has helped produce thousands of professionals who
now enjoy successful careers ir all aspects of today’s music
business. For a current catalog, contact the Berklee Admissions
Office. Call toll-free: 1-800-421-008+4 (9 a.m. to 5 p.m. EST).

In Massachusetts call: 617-266-1400. Or write: BERKLEE,
Admissions Office, Dept. MX7, 1140 Bovlston Street,
Boston, MA 02215.

Berklee

COLLEGE OF MUSIC
Where carcers in music begin.,
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U P D ATE

by Craig Anderton .

lt's accessory time. Whether you
wanttoincrease yoursynth’s memary,
hook a computerupto yoursampling
machine, or protect your sensitive
gear from electrical nashes, there's an
accessory for the job.

One of the most ambitious acces
sories is the E! board forthe DX7, from
Grey Matter Response (15916 S. Ha
ven Ave, Tinley Park, IL 60477). A
$399 circuit board that retrofits fairly
painlessly into the DX, E! expands in
ternal memory from 32 programs to
256. ltalso adds several new keyboard
modes (including onethat isolates the
highest note on the keyboard and
sends itout the MIDI port, and a “split”
that assigns upper split voices to the
DX and lower split voices to the MIDI
port), improves the MIDI implementa
tion, adds MIDI data filters, provides
new keyboard velocity curves, and so
on. There's even a limited MIDI merge
function

You say you don't have a DX7 be
cause you hate punching all those
little buttons 1n order to program the
thing? Then check out the "Knob
Monster” from the Monster Memory
Company (5757 Kirkwood Pl Seattle,
WA 98103) For$1,195, yougeta con
trol panel that plugs into the MIDI ports
and enables all parameters to be
changed by turning knobs and flick
ing switches -justlike the oh-so-easy
to program analog synths of yore
Monster Memory also offers the SPX
2 retrofit circuit board that increases
the DX7 memory from 32 slots to 512
slots, and the MEX-1, a rack mount
mass storage device for Yamaha data
that provides 96 banks of patches for
a total of 3,072 sounds. (To put that
figure in perspechve, if you changed
patches every 15 seconds, it would
take just under 13 hours to hear all the
available patches.)

In other expansion news, Music
Technologies Group (10204 107 Ave
nue, Fdmonton, Alberta, Canada TSH
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4 AS)offers expansion kits for the JX3P,
Poly 6, Poly 61, Jupiter 6, Linn, Drumu
lator, and Oberheim DX. And if you
wish your LinnDrum had MIDI, you
don't have to wish any more. . .just
plunk down $325 for the ]. L. Cooper
(1931 Pontius Avenue, West Los An.
geles, CA 90025) LMR kit. This small
circuit board mounts in the Linn to
give send/receive capabilties for
MIDI syne, MIDI note commands, and
system exclusive dumps. The big
news 1s that with this retrofit, the Linn
can also receive song position pointer
information. This feature is 1deal for
use with SMPTE/MIDI conversion
boxes.

One of the more interesting acces
sories for sampling machines is visual
editing software. The problem with
sampling machines is that they all
have limited memory, which means
you can'tjust sample a sound in all its
26-second glory. Instead, you sample
until the waveform settles down into a
repetitive pattern. Then you loop that
pattern to conserve memory. This
sounds easy in theory, butloops have
to be carefully set so that the begin-
ning and end of the loop (which end
up getting spliced together) exhibit
no level shift. Otherwise, you'll hear
clicks, ticks, pops, and various other
noises.

Visual editing software displays the
sample on a computer screen and
lets you set the loop beginning and
end points very precisely. Although
this process can often be done by trial
and error, where you change loop
points in tiny increments until the
sound is just right, being able to see a
visual display greatly speeds up the
operation. Some of the more sophisti
cated programs provide waveform
drawing functions, where you can
either create your own waveforms
(generally acknowledged to be not all
that useful) or modify existing wave-
forms (now we're talkin!). With the lat
ter, you can actually "erase” hiss,
clicks, and other imperfections from
samples.

The Mirage, which has a reputation
for being hard to loop, has at least
seven available visual editors. For the
Apple 11, you have the original--En
soniq’s VES. Mac owners have a
choice of "Sound Designer” from Dig
design (920 Commercial, Palo Alto,
CA 94303)or "Sound Lab" from Blank
Software (2442 Clay St, San Francis
co, CA 94115). Commodore 64/128

enthusiasts also have two choices:
"Sonic Editor” from Sonic Access (PO.
Box 4024, Santa Clara, CA 95054)or
"VDS" from Enharmonik Productions
(PO. Box 22243, Sacramento, CA
95822). Atari owners can use "Oasis”
from Hybrid Arts (11920 W. Olympic
Blvd., Los Angeles, CA 90064). Final-
ly, for the IBM-PC we have "Synthas-
sist” from Northeast Visions (68 Manor
Drive, Glenmont, NY 12077).1 haven't
had a chance to check out all of these,
butthe ones I've seen doindeed make
life easierfor creative Mirage owners.
In fact, if you have a Mirage and a
computer that supports a visual editor,
it really makes sense to get one of the
available packages.

Although it doesn’t yet support
waveform editing, Akai S-612 owners
might like to know about the "Sound-
filer” librarian from Drumware (12077
Wilshire Blvd. #515, Los Angeles, CA
90025). Soundfiler uses standard
5.25-inch floppy disks, which can
store two to eight separate sounds de-
pending on samplelength. Each sound
sample can be named, and all disk
files can be printed out for hard copy
reference.

Qurfinal accessory is one that might
prevent costly damage to your gear. |
neverreally took AC line problems all
that seriously until lightning hit about
a gquarter-mile from my house, and
my answering machine was perma-
nently trashed. If the thought of a fried
computer or synth doesn't sound too
good to you, look into some of the
available surge suppression/filter AC
barrier strips. The cost, complexity,
and price varies greatly; for example,
a six-outlet surge suppressor strip from
CPS Electronics (4151-112th Terrace
North, Pinellas Park, FL 34290} lists
for $99.95 and stops surges on all
three electrical hines (hot, neutral, and
ground) in less than three nanosec-
onds. Other companies offer products
that also include additional line filter-
ing, circuit breakers, and soon. Com-
puter supply stores are usually well-
stocked with these types of accessor-
ies (inexpensive computers are very
sensitive to electrical surges, and you
know what's inside most musical in
struments these days...) so check
around for the most features at the
best price.

Out of space, out of time, and out of
news on accessories—at least for this
month. See you in the August issue.

[ ]
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MUSIC NOTES

Stan Ridgway
Makes His
Own Heat

by Daw/_e Zimme—lj

One thing Stan Ridgway knew for
sure: his debut solo album was going
to be his baby, his creation. After
breaking free from the "set musical
patterns” of Wall of Voodoo in 1982
and collaborating with Stewart Cope
land on the jittery "Don’t Box Me In”
for the Rumblefish soundtrack, in mid
1984 Ridgway worked out a solo deal
with IRS Records.

RS wanted product very quickly,”
Ridgway remembers, “"butthey wanted
the right kind of product. Was | going
tosound like Devoto the tenth degree?
Was | going to rewrite ‘"Mexican Radio’
[WOV’s biggest hit]? Was [ going to be
Elmore James? | wasn'tin the position
of being able totell them, ‘This is what
my music is going to sound like." [ just
knew it would be my sound, whatever
it turned out to be.”

A unique amalgam of angst-riddled
synth rock and wacky spaghetti wes
tern was Ridgway's trademark in Wall
of Voodoo. "On my own,” he says, 'l
wanted to stretch out and experiment
with some new instrumental and vo
cal textures while letting some of my
old jazz and blues roots rise to the
surface.”

He pursued his plan first in several
top southern California studios, but
quickly realized "l was sinking too
much of my record advance money
into studio rental costs, and | wasn't
completely happy with the results.”

He got a call from Stewart Cope
land, who had just purchased a new
console for his studio in England and
wondered if Ridgway had any use for
aused Allen & Heath Syncon 24 track
mixer. As it happened, Stan and his
partnerin cnme, producer/keyboard
1st/techno-whiz Louis Van den Berg,
had been talking about building a stu
dio of their own

I was skeptical at first,” Ridgway
admits, "thinking, 'God, I don't know
anything about electronics. | wouldn't
know where to begin'’

Vanden Berg, a friend of Ridgway's
since 1980, had designed a couple of
broadcast studios and “learned a lot
about recording studio construction
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PHOTO FRANK DELIA
from reading.” He was ab.e to con
vince Stan that, despite their limited
experierce, they would be able to
hardle the job as long as they used
their ears and bought durable rather
than trendy equipment

"I saw thatif we pulleditoff I'd have
a facility that was all mire —tuned fo
my ears and for my music—where |
could realize a lot of ideas very ef
ficiently.”

Ridgway and Van cen Berg set
abcutlaying thegroundwork for their
studio —-dubbed the Clubhouse -ina
seecy office building on Hol.ywocd
Boutevard. "Glamor was out,” says
Van den Berg. "That slick Hollywoad
attittde is something we wanted ‘0o
avaid.

"We wrote out many proposals, doc
umeanting costs and potential savings,
and wa sold the studio ‘dea by prov
ing that 1t would save money and en
hance creativity,” says Ridgway. "We
found aut pretty quickly that when
you:'redsaling with the money people,
technical talk and a lot of paperwork
tend to move thinags along at a rapid
rate.”

They managed to convince (RS that
an 3 track recorder was "unavailable
in [os Angeles” and that a 16-track
machins "did not meet ‘ne spacifica
tions of the office building” and there
by gotthe necessary budget to acquire
an Otasi MTR 90 24-track. "Tha:'s
what we wanted in the first place,

Ridgway chuckles conspiratorially.

"We also were able to convince IRS
that we are responsible,” he adds. "No-
body held our hand.

"When we started shopping for
equipment,” says Van den Berg, "we
had many shuck-and-jive sessions
with so-called experts who just hyped
the Flavor of the Month, claiming we
hadtohavethisorthat brand in order
to have a contemporary studio.”

"Even though [ didn't know what
the hell anybody was talking about,
adds Ridgway, "I'd fix this knowing
look on my face. lf anybody asked me
a question I'd just nod and say, 'Yep, |
know.' Then as soon as we got outside
I'd grab Louis and ask, ‘What'd he
say?

"Of course, with my institutionalized
way of thinking, | believed some of
these guys and thought we really did
need some of the hottest brands, even
for cable. That's when Louis would
slap me around and say, 'Stan, it's just
cable.”

Ridgway and Van den Berg were
able to agree on most of the other key
studio purchases, which included: JBL
4330 and Auratone T-20 speakers, a
Nakamichi DMP-100 digital mastering
unit; an Akai S612 sampler; a Klark
Teknik 760 graphic equalizer; AKG
440, Shure SM81 and Sennheiser421
microphones; an Aphex Aural Exciter;
Roland SDE 3000 and Korg SDD 300
digital delays, a Lexicon 200 digital
reverb, an Eventide 949 Harmonizer
and an MXR flanger.

The studio was soundproofed with
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PRIVATE LESSONS

Learn the best-kept secrets of the world’s top recording engineers
in this dynamic tri-level program from
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T . .
The Leader In Sound Technology Training

The 36 hour cassette program takes you from setup to polished
mix in the privacy of your own home or studio. The course is
based on the best-selling book Practical Techniques for the
Recording Engineer used by the finest universities around the
world.

Include, one-time-only (#1010 $24.95) for the text, and (#1011
$14.50) for the program supplement. Note: #1011 available on-
{y when ordering an album. Cassette albums $145 each.

#1012 - Basic Home Study Album
#1013 - Intermediate Home Study Album
#1014 - Advanced Home Study Album

Add $2 shipping per book /album. California residents add 6.5%
tax. Order by phone using Visa or MasterCharge by calling (800)
233-9604. In California call (800) 641-3349.

Order Now From
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one of-a-kind carpet remnants and fit
ted with a portrait of Elvis Presley and
a water cooler complete with a pres
sure zone microphone for sampling.

"We thought it would take us about
six weeks to geteverything together,
says Stan. "It ended up taking six
months. But hey, it was worth it.

Ridgway is happy with the "kind of
Spartan” setup. "In all the state-of-the
art studios I'd used before, I'd always
be messing with all kinds of things
and getdistracted. [ find it inuch easier
to get down towork inmy own studio,
where | have a set group of tools to
work with. If someone gives an artist
one piece of clay and says, 'Make me
something,' he'll make something right
away. Give the same guy a whole art
store and he'll waste most of his energy
deciding what to work with first.

Once the Clubhouse was in order,
Ridgway had no trouble getting down
to the business of finishing The Big
Heat. Van den Berg and engineer/
mixer Andy Waterman were constant
companions, sharing production du
ties with Hugh Jones, M]?che‘l Froom,
Joe Chiccarelli and former Voodoo
guitarist Bill Noland. * Welder’ Mark
Lewis and Mark Cohen of Fostex also
pitched in frequently. L.A. musicians
such as keyboardist Richard Gibbs,
Fibonaccis drummer Joe Berardi, vio
linist Richard Greene and Minutemen
bassist Mike Watt laid down tracks with
Ridgway, who handled the lion’s share
of the instrumental work.

His collection of instruments is “pret
ty primitive and cheap,” he admits: a
late-model Fender Stratocaster, a ‘67
Fenderelectric 12-string, a Telecaster,
a Music Man bass, "a 90-dollar ban
jo,” more than 30 different harmonicas,
and a one-dollar plastic flute that pro
duced the spooky "woo-wo000000"s
that pervade the title track. Nonethe
less, Ridgway and his helpers created
some distinctive musical tones on The
Big Heat, particularly the jagged gui
tar on "Can't Stop the Show” and the
spongy synth sounds throughout the
LP. Among the machines imported for
the latter purpose were the Yamaha
DX7 a Prophet-5, Prophet 600 and a
Roland Jupiter 6 keyboard, all driven
in most cases by a Roland sequencer.
"That machine,” says Van den Berg,
"gave us the song skeleton. Then we'd
start hanging the flesh on

This "flesh” included Ridgway's
voice, a quavery and often conversa
tional bray. "l have a very limited
range,” he claims. "When I first started
out, | sounded like a chicken with its
head cut off. [ still do, a lot of the time,
sol just make the mostof what [ have.”

Ethel Merman, Howlin” Wolf, Nivna Si
mone and Danny Kaye, Ridgway of
ten had to be jolted by Van den Berg



into finding the right voice for certain
songs. Stan explains: "During the ses
sions, Louis could tell when [ was get
ting lax. He'd sit me in the corner and
yell, 'Where's that man? WHERE'S
THAT MAN?!"

Louis elaborates, "The real Stan' did
not sing all of the songs on The Big
Heat. Sometimes a characterin alyric
had a certain personality quirk that
required transformation. That's when
I'd tell him, '‘Okay, Stan-—bring The
Man out! CONTINUED ON PAGE 129
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Dan Moretti behind the board at
Celebration Sound.

Gelebration
Sounds and
Dan Moretti:

Staying Put in Pawtucket

by Bill Milkowski

Sophisticated recording studios
seem to be popping up in out-of-the
way places all over the country these
days. The Violent Femmes cut their
latest album for Slash/Warner Bros. in
Milwaukee, for example, and Minne-
apolis stands to become the recording
capital of the midwest with Prince’s
new state-of-the-art facility.

But few artists have ever turned to
Pawtucket, Rhode Island, as an alter-
native to the coasts. Until now, that is.

Pawtucket, R That's right, the tiny
state. Just 45 minutes south of Boston
at 26 Summer Street (next to the
YMCA), Dan Moretti and partner Da-
vid Correia are masterminding some
thing of a regional recording revolu
tion 1n their studio, Celebration
Sounds.
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Sound Off
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You and your clients can sell your sound WITH your sound two
ways, with a little help from Eva-Tone.

D EVA-TONE SOUNDSHEETS: They're a high-quality low -cost way to
promote studios, new album releases and production libraries. They're
a great way to introduce and promote syndicated radio programming.
Use them as ""audio pages’”’ in magazines, in direct mail, as hand-outs,
or as retail products.

CJEVA-TONE CASSETTES: You'll love the sound from our latest genera-
tion of duplicating equipment. We can duplicate, label, package and mail
your order to your specs. Complete printing and mailing services, too,
for one-stop convenience. Your free copy of "Cassette Talk’' explains
itall.

Write or call today for further information on Eva-Tone Soundsheets,
cassettes, printing or mailing. You’'re going to like what you see. And hear,.
So are the people who receive your Eva-Tone Soundsheets or cassettes,

EVA-TONE INCORPORATED
Em.TEM P.O. Box 7020, Clearwater, Florida 33518
1-800-EVA-TONE (in Florida 813-577-7000)
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With the recent acquisiton of a 24
track Otari MTR-90 (replacing an
Otari 8-track), Moretti and Correia
have succeeded in persuading area
clients to take their business to Cele
bration Sounds rather than make the
trip to Boston or New York. Nowadays
Celebration is heavily booked with
jingles, soundtracks, voice-overs and
a host of record dates for local bands.

One of the albums recently pro-
duced at Celebration was Moretti's
own Some Time [nside, contemporary
fusion on par with such current stand-
ardbearers as Don Grolnick, Andy
Narell and Bill Evans. Moretti is a gut-
sy, expressive sax player in the vein
of Randy Breckerand David Sanborn,
yet he hasn'tfelt compelled to move to
Los Angeles or New York in search of
fame and recognition (skip fortune
fusion players never make fortunes).
Instead, he's content to develop a re
cording scene and keep his hand in
the music at home in Pawtucket

"Sure, I've dreamed of going to New
York,” says the 33-year-old reedman.
"Alotof my friends have gone to New
York or L. A.—and a lot of them have
come back, because, as far as the st
dio scene goes, it seems that synths
are taking over horn parts

"As far as my own project goes,
there's no reason why you can't do it
wherever you are. [ really wasn't will
ing to move to New York and starve
while [ waited for it to happen. | just
said, 'Why can't | do it on my own?'
There's no rule, after all, thatan album
has to be produced in New York or
[.A.Solgaveitatry”

Moretti's album features credible
players, good production and quality
packaging—and that project was com
pleted before Celebration got its 24
track. Needless to say, the artistisanx
ious to get the next project under way

"We've started working on some
things already,” he says. "This time
we're going to feature vocals on some
cuts. In an 8-track setup, you really
can'tdeal with vocals, soI'm anxious to
getinto that a little biton the next one.”

When he can find the time, that is.
Being a full-time producer, jingle writ
er and all-around utility man at Cele
bration Sounds keeps Moretti pretty
busy, but "I try to keep a balance be-
tween the music and the production
work. | practice my horn every day, |
perform a few times a week with vari.
ous local bands, and [ book my album

d pl mo

It has to be hand-in-hand, though.
[ could let the business overrun the
artist/musician part of me, but [ pretty
much maintain that balance thanks
to my partner, David Correia, who's
an engineer, and his wife, Kathy, who
does the booking for the studio. That
frees me up to be a little more creative
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with my time.”

Moretti's background in music in
cludes gigs with such noted R&B acts
as Little Anthony and the Imperials,
the Coasters, the Temptations and the
Four Tops. He also had the pleasure of
performing on stage at the Newport
Jazz Festival in thelate "70s with Aretha
Franklin, a show he regards as a high-
light of his career.

Moretti and Correia founded Cele-
bration in 1980, and they've made a
guantum leap since their humble be-
ginnings. "Getting the Otari 24-track
in here has made all the difterence,”
he says. "The automation capability is
an especially attractive feature. It real-
ly gives a lot of the creativity to the
engineer and producer that wasn't
there before. Suddenly you're able to
do things that you'd never think of or
try with a lesser machine.”

Word has gotten around Massachu-
setts and Rhode Island about this new
24-track facility. Local bands the Prob
ers, the Schemers, MX, Dance in Col-
ors, and others have recently recorded

........... PG
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and the Beam.

Michael Stearns’
Magic Garpet Ride

Ejohn Diliberto

The path connecting surf music,
psychedelia, Sufism and synthesizers
is long and circuitous, but Michael
Stearns hastraveled it with the explor
atory zeal of Einstein seeking the Uni-
fied Field Theory. Over the last dec:
ade, Stearns has created a symphonic
merger of synthesizers, Gregorian
chant, environmental sounds and new
stringed instruments such as the Lyra
and the Beam. The sound is as grandi-
ose as Mahler, yet as subtle and deep
as a meditative trance.

Sitting on an ergonomic chair in
the middle of his surround-sound stu
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albums or singles there, and Moretti
maintains there's plenty of advertising
and industrial recording work right
there in Rhode Island. "People were
traveling to New York and Boston to
do their production work, and now
they're starting to hear what's availa
ble around here. We recently did a
jingle for the local newspaper, The
Providence Journal: that was a pretty
good way to get the word out.”

Moretti seems to have settled into a
comfortable niche in Pawtucket. "We're
not totally booked yet, but it's some
thing [ feel is going to grow,” he says.
"We're not booked like 14 hours aday,
but we are booked every night, which
is real exciting. And we haven't
stopped yet.”

Of course, he hasn’t put down his
horn yet, either. The man is still blow
ing with a vengeance. Between his
studio and his own fusion projects
(which he's ambitiously pitching tothe
majors at the moment), it's a safe bet
well be hearing more from Dan Moretti.

]

dio in Santa Monica, California, Stearns
contfides, "l like music that takes me
on a magic carpet ride. [ like the mu
sic to travel, weaving electronic and
new instruments into the environ
ments that ['ve recorded.”

It'sno wonder, then, that his synthe
sized dreamscapes, M'Ocean, Plane
tary Unfolding, and Ancient Leaves,
have been embraced by the new age
culture even though his electronic
journeys are more probing than the
acoustic ramblings of the likes of
George Winston and Will Ackerman.

"I've never particularly cared for
the term ‘new age,’” Stearns claims. [
understand that it helps the marketing
people it they can put a name on
something. But everybody has such
an incredible uniqueness to ofter. . ."”
He would rather not see music “shoved
into categories, stereotyped.”

However, Stearns is in accord with
the professed goals of much new age

You Be The Judge!
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returns all channels on Alison
Computer PLUS complete set
of organic faders to bypass all
the VCA’s. Amazing 4 band
parametric EQ.

This console was used to
record “What's Love Got to Do
With It” by TINA TURNER,
and many more hits.

The console is in full working
order and can be serviced
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music. "I think it's very important, par-
ticularly in the frequency that we live
in today, because it helps people to
relax, let go and get inside something-
whether it's inside themselves or in
side the sounds they're hearing.’

Michael Stearns has been getting
inside sounds since he first picked up
aguitar atthe age of 12. He confesses
his initial motivation wasn't quite as
cosmic as his current music would
suggest: "I gotinto it because a friend
of mine had a guitar and I noticed that
all the girls would gather around him
at the swimming pool.”

His voracious appetite for the guitar
(and girls?) sent his grades plummet
ing, compelling his parents to pack
him off—sans guitar-—-to a private
school. His grades eventually im
proved, and he began playing in surf
bands, among them the Breakers. But
it was the psychedelic consciousness
of the late '60s that set him on his
current path. Once again, his educa
tion took a back seat when he tuned
in, turned on and dropped out of col
lege in 1967 while playing in an acid
rock band.

Burying himself for three months in
a room with guitars, a Farfisa organ
and an echoplex, Stearns began shap
ing his personal inner-space music. "
created a piece of music that's very
similarto whatldonow,” he recalls. ']
played it for people at the school who
loved it, although they didn't know
quite how torelate toit. But since drugs
were in then, they said, 'Wow! We'll
just get stoned and listen to it.” That
was the explosion in my life, and the
fallout has been affecting me ever
since.’

It was several years, however, be
fore his sonic mutations were fully re
alized. In between came a four-year
stretch in the Air Force, a few years of
bar-band gigs, and a near departure
into the spiritual life of Sufism. Im
mersed in the writings of Baba Ram
Dass, Stearns was ready to trade his
synthesizer for Sufism when he met
Susan Harper, the woman who would
become his wife, at adance workshop.
The workshop's interpolations of sound
and dance inspired Stearns to return
to music and move to Los Angeles,
where he started his own record label,
Continuum Montage, in 1977.

It was no Windham Hill, but Con
tinuum Montage was among the pio
neers of independent new age labels
in providing an outlet for this exotic,
studio-oriented music. Stearns began

feedback loop between dance
movement and music that continues
to this day and helped create his epic
recording, Planetary Unfolding. " re
corded with the dancers in real time,
and took those moments that were
happening to create Planetary Un

folding.”

Stearns combines analog and digi-
tal synthesis, and has worked with the
Synclavier I, although at times there
are noelectronics atall. "Ocean,” from
Sustaining Cylinders, uses the sounds
of nothing more sophisticated than
pots and pans. "I found that if you put
a little water into pots and pans, struck
them and then tilt them to the side,
you get these interesting, changing
harmonic structures. There are a lot of
greatinstruments in kitchens just wait
ing to be discovered,” he laughs.

Stearns’ most imposing work has
been done with a large Serge Modular
synthesizer with 16 modules and two
touch-sensitive keyboards that can
control up to four parameters per key.
The Serge is the centerpiece of his
sweeping sound. "lttakes a lot of prep-
aration,” says Stearns, "but if you spend
the time you can get a lot of unusual
things out of it. It has no memory, so
you have to write down the patches
but chances are you'll never quite get
it the same way again.”

Stearns also has an Oberheim sys-
tem (OB-8, DMX and DSX), a Yamaha
DX7, Roland Drum Machine, digital
delays, and an Apple Macintosh com
puter system with Mark of the Uni
corn’s "Professional Performer” and
"Professional Composer”’ programs
giving him up to 200 tracks of digital
memory.

Although all of his instruments ex

cept the Serge are MIDI'd together
and synchronized through a Garfield
MIDI-Doc, Stearns’ music eschews the
relentless beat and infinite sequencer
patterns of much electronic music. "1
like to play with time,” says Stearns.
‘A lot of the music we listen to now is
synchronized to a click track. In elec
tronic music, you're working with se
guencers that are synchronized to that
click. We've gotten away from biolog-
ical time; the heart speeds up and slows
down, and your brainwave patterns
aren't fixed in time.”

Instead of click tracks, Stearns some-
times synchronizes his machines with
an experimental device called an Ear
Probe. "ltclips to your ear and outputs
your heart rate; you can control the
clock soit's feeding back as biological
model instead of a mechanical one.”

—CONTINUED ON PAGE 173

Tony Williams
Writes His Own

by Robin Tolleson

Tony Williams knows Time so  well
that he must have some kind of deal
going. [t makes sense—he neverloses
track of Time, even in the midst of the
most bombastic flamming or subtle
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flourish. And because he has kept
Time so well ever since he started
copying Max Roach and Philly Joe
Jones at the age of nine, Time is re-
warding Williams by keeping the drum-
mer's playing and his attitude very
youthful.

Williams was busy last year, his
39th. He became more visible show
ing up on albums by Yoko Ono,
George Cables, L. Subramaniam, John
"Rotten” Lydon and Artists United
Against Apartheid. He diversified his
sound and batterie, adding electronic
drums and drum machine. He also
wrote an album of lovely material, For-
eign Intrigue, and recorded it with a
sizzling acoustic band.

"It was a great feeling to tell myself
that [ wanted to make a record and
then be able to write the songs and
complete them as easily as | had
hoped to...to have done it in such a
different manner than I'd done any
other record, so quickly, and then get
the kind of response ['m getting about
it from people. It's a new experience
for me,” the drummer says. "I'm get
ting fan mail"”

Foreign Intrigue, Williams' first solo
record since 1979, features Art Blakey
alumni Donald Harrison (alto sax) and
Wallace Roney (trumpet). Exciting
young pianist Mulgrew Miller does
the melodic shading, along with vibist
Bobby Hutcherson, who played on the
drummer's first solo album (Lifetime)
back in 1964. Foreign Intrigue is the
first record Williams has done with
trumpet and sax; it's also, he says, “just
straight-ahead, more listenable mate
rial” than earlier efforts under his name.

As the cornerstone of his band for
Intrigue, Williams chose bassist Ron
Carter. The two had played together be
hind Davis in the 1960s, with VS.O.P,
and on session dates including Deva-
dip Carlos Santana's The Swing of De
light, Terumasa Hino's May Dance,
and Jackie Mclean's New Wine in
QOId Bottles. Carter had played some
of Williams' current material last year,
which according to the composer
made the recording of Foreign In
trigue a biteasier. "'l knew [ wanted to
go in and make the record cleanly
and quickly,” says Williams, "so it
helped to have the bass player already
know some of the music. The bass
player has the hardest parts on all
those tunes. 'Arboretum’ has a lot of
counterpoint, and the bass plays a lot
of it.

Foreign Intrigue was recorded at
M&l Studios in New York City on June
18 and 19, 1985. Williams produced
the record with Michael Cuscuna, and
Peter Darmi was engineer for the re
cording and remix. "Acoustic jazz mu
sic is best done live—it's easy to do it
thatway,” Williams says. "Playing with
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people is what makes it what it is—the
fact that you played it on the spot.
What you played was because some
one else played what they played,
rathet than going in and laying down
a track, and then going out to eat and
think about it. The interaction is what
makes this kind of music work. 1 was
on some records on Blue Note in the
'60s that we made in one day. We'd
just go in and play all our tunes, one
ortwo takes, as if we were on a gig. It
would take six hours and we'd have a
record.

Inthe 197/0s, Williams putout a slew
ot high-voltage electric records that
separated him a bit from jazz purists
His "Lifetime” bands with guitanst John
McLaughlin, former Creain bassist
Jack Bruce and organist Khalid Yasin
(Larry Young) were startling and brash
tusion torerunners. Believe Itand Mil
lion Dollar Legs—with guitarist Allan
Holdsworth, bassist Tony Newton and
Alan Pasgua on keyboards-—were
classics ot mid "70s tusion mania

Willlams' 1979 album, The Joy of
Flying, saw some truly unique group
ings of musicians, with Jan Hammer
George Benson, Michael Brecker
Ronnie Montrose, Stanley Clarke,
Mario Cipollina, Cecil Taylor and
others making appearances. Williams
tell victim to a CBS Records house
cleaning after the album was released
but he was more hurt by the fact that
there were none ot his compositions
on the record. "On Believe It | had
one tune, on Million Dollar Legs | had
three, and on Joy of Flying 1 had none.
| said to myself, Thisis ndiculous. This
isthe last hme this is going to happen

He began studying composition with
Dr Robert Greenberg, who teaches at
the University of California at Berkeley
Williams calls his learning process
‘taking the mystery out ot the tools. It's
becoming less of a numbing experi
ence for me. When you learn how to
do something, the more you do it the
more you're able to produce things
trom knowledge rather than just from
inspiration. When you have to deal
from inspiration all the time that be
comes very draining and, in a sense,
less creative. When you have know!
edge you can create from a wider
range of areas. You can make your
inspiration grow.” Williains' studies
paid oft: all seven songs on Foreign
Intrigue are his compositions.

Foreign Intrigue was also the first
time the drummer used electronic
drums and drum machines in an
acoustic music context. He over
dubbed Simmons SDS5 tom slaps
weaving inand outof the tills on sever
al songs, ftingertapped a computer
tambourine softly behind the beat on
‘My Michele,” and tossed in some
drum machine handclaps to spice up

the intro to "Lite of the Party” "I'd
wanted to add the drum machine and
electronic drums in that context for a
while,” Williamns says, "hke a straight
ahead, acoustic jazz sound. It seemed
like the next step tor that ty pe of music
There were places where the acoustic
drums and the electric drums kind of
meshed together like a gear instead
of just being on top of each other. 1
didn't have the acoustic and electronic
drums set up at once and keep going
back and forth, but | tried to inake it
sound like 1t could have been done
that way

As it becomes more dithcult in re
corded music to tell man from drum
machine, Tony Wilhams seems to re
tain a sound all his own on the drum
kit. With the attack that Wilhaimns lays
into his Gretsch toms, the kick he puts
into his bass drumn, he sometimes
sounds like he's being driven by a
stack of Marshalls. Attinmes on Foreign
Intrigue, the acoustic drumns have so
much presence they sound decep
tively electronic. "I've gotten that
sound on my acousticdrums through
playing with electricbands,” says Wil
liams, "and that sound has gotten into
my head. I'm able to use that sound
whether|'m playing with an amphhed
group or an acoustic group. | try to
keep them very tonal where each
drum is distinctive. You can hear that
I'm playing seven druins. l try to keep
them tuned so there's a spectrum from
high to low, and | like the drums to
sound round and warm That's why |
play withtwoheadsonall of thedrums,
even the bass drum. The combustion
that you get when you have two heads
on the bass drum is a real nice sound.
It's not a flat, floppy sound; it's a very
round tone.

Williams acknowledges that the re
cording engineer and drummer soimne
times difter over the question of what
the drums should sound like. "See
I'm a drummer, so | like the drums to
sound like drums” He has enjoyed
working with engineer Phil Kattel re
cently at Fantasy Studios in Berkeley,
on albums by George Cables and L.
Subramaniam. "The couple times
we've worked together he's known
what sound llike,” the drummer says.
‘The last time, as soon as the drums
were set up | played something, went
into the control roomn and listened
back, and he had already tweaked
the board. The sound was there So
we don't have any problems

‘Butalotofengineers can't function
unless they have that ‘'studio sound,
and | think things are supposed to be
ditterent. 1 think you're supposed to
have a musical sound, and the engi
neer 1s supposed to capture that on
tape

Small concessions must be made
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in the studio from time to time. Wil-
liains uses the internal muftlerson his
drums, which hedoesn't doin concert
because he prefers a wide-open sound.
"l just muffle them a hair so there's no
ring,” he says. "When [ play live, [ take
the mulflers off. For recording, it's
good to mutlle them so that when you
mix you can put delay or things on it
80 it can sound wide open. The tone
isn't muttled out—it's just the ring
that's dampened.’

On his recent session with John Ly
don, Williams got to go for a wide-
open sound with help from producer
Bill Laswell. "The drums weren't set
up 1n the studio,” he explains. "They
were set up i this big, empty indoor
garage, nght in front of an elevator
shatt. They took the elevatordown one
floor so that when you looked into the
shalt you saw the top of the elevator.
They put microphones inside the shatt,
then they put inics around the drums
themselves. Then they put micro
phones in the garage itself, which was
about 90 feet by 120 feet. That was a
lot of fun’

The Struggle Continues,” from the
Sun City album, was another interest
ing recording experience for Williams.
On the liner notes it appears to be «
studio reunmion of Miles Davis and for
mer bandmates Herbie Hancock, Ron
Carter, and Williains (who tirst joined
Milesatage 17) -butthat's notexactly
how it happened. "l was in New York
to play at the Village Vanguard with
Ron and Herbie,” Williams explains,
"and they asked us to come and do a
couple of tracks [for Sun City]. When
we got to the studio to do it, Miles’
track was already done, and so was
the rest of the melody. It's the first time
I've ever done a record where the last
thing to be put down was the rhythm
track. We weren't even in there with
Miles, but it worked out well. It's nice,
because itjust retlects the technology
of the day, the way things are done
today "’

Williams is currently studying voice
with noted vocal coach Judy Davis in
Qakland, California, and has plans to
start making some pop music of his
own. "lt'sgoing to be a lot of sampling
and all electric, very pop-oriented and
very drum-oriented.”

As he begins to tiddle with the end
of a cigar, the drummer laughs that
his radio is set mostly on news-talk
radio. He acknowledges a liking for
some contemporary mnusic, citing
Scritti Politti, Kool and the Gang, Sting,
Prince, Ready tor the World, Simple
Minds, and Tom Waits as examples.
He'sgrown tolove such classical com
posers as Brahms, Stravinsky, Mozart,
Mabhler and Schoenberg. Williams is
tickled to be working with a handtul of
otherjazz stars on ‘Round Midnight, a
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full-length film about expatriate Amer-
ican jazz musicians in the ‘50s.

He has been moved by a lot of tele-
vision and movie music. "Do you re-
member the theme to the Alfred Hitch-
cock Hour? | rememberthinking when
| was a youngster, 'Wow, that's nice
music.’ It makes you feel something,”
says Williams as he hums a bit of the
theme. "l wanted to be able to do that.
That's the kind of thing that drew me
into the music world. | didn't get into
music just because lloved thedrums.
| do love the drums, but | also love
music. I'in happy with music even it
I'm not playing the drums.” |

—-FROM PAGE 123, RIDGWAY

Yeah, | have to be able to get un-
derneath the skin of some of those
people | create, especially in ‘Sales
man’ [a nervous look at the frantic life
of a traveling salesman] and "Camou-
flage’ [an epic tale of how a ghost-like
Marine saves the lite of a soldier in
Vietnam]. | feel like I'm going to the
Lee Strasberg School of 'method act
ing.’ In a lot of ways, | become the
people in my songs. lt's like I'm an
actor at the mic. Of course, I'm also
the director, lighting man—and yes, |
run the lunch wagon.”

Like many of his Wall of Voodoo
creations, all the songs on The Big
Heat are bizarre slices of lite starring
colortul lunatics ("Twisted”), laborers
("Pile Driver”), carnival barkers ("Can'’t
Stop the Show"), and losers ("Walking
Home Alone”). The songs are very
cinematic and often filled with wry
and/or black humor, “a product,” he
says, "ol me reading too many bad
pulp novels.”

His songs are generally easy to fol-
low because "I'm a pretty natural enun
ciator. It's actually hard for me to sing
and not be understood. Sometimes |
think, ‘Gosh, | wish | could garble so |
wouldn't have to write so much.” Be-
cause of the way | sing, though, | just
can't write a throwaway line.” An ex-
ample: "You're twisted, that's what you
are/Just like a bee buzzing in a jar
frayed and ragged, spent and strained/
Watchin® that water spin down the
drain.”

With a studioto experiment in when
ever he chooses, Ridgway predicts on
the next record "We'll really go hog
wild and tear down a few more tences.
I've broken free from the tormulas that
were developed in Wall ot Voodoo,
and now | have no limitations. I've
been through periods where I've been
a blues man, a jazz man; then, in Wall
ot Voodoo, | took anxiety to the outer
limits. Now | can do whatever | want,
and be—"

“Stan,” Van den Bery interjects, "can
just be The Man.” n

DON'T LOSE
YOUR HEAD

Recondition it with:
AMP’s RAPID SERVICE

Less than 24 hours
downtime to completely
refurbish your recording
head assemblies.

® All Work Guaranteed

® 10% OFF your first
reconditioning job

® New Heads in Stock

1-800-826-0601
(305) 659-4805

Master Charge and Visa Accepted

Wi AMP
Audio Magnetic Professional Service

224 Datura Street, Suite 614
West Palm Beach, FL 33401

NEW LOCATION

Circle #101 on Reader Service Card

LARGEST INVENTORY OF
RECORDING EQUIPMENT
AND SUPPLIES - IN STOCK!!!

SHIP SAME DAY!!

TASCAM  CARVER OTARI RAMSA
AKG FOSTEX  LEXICON TAC/AMEK
AKAI CROWN NEUMAN TOA
ALESIS DBX ORBAN  US. AUDIO
AMPEX  DENON  RANE VALLEY
APHEX  EVENTIDE SHURE WHITE
ASHLEY  UBL-UREI  SONY XEDIT

ALLEN & HEATH, AURATONE. AUDIO
TECHNICA. ELECTRO-VOICE, HILL AUDIO,
KLARK-TEKNIK, ROCKTRON, SENNHEISER,
SOUNDCRAFT, AND MANY OTHERS

Call or Write

ACE MUSIC CENTER
13630 West Dixie Hwy.
North Miami, FL 33161

305-891-6201

Ask for Jon or Cruz

Circle #102 on Reader Service Card

129



PRODUCERS-DESK

RAPPIN’

WITH
RICK
RUBIN

by Havelock Nelson

Rick Rubin, the 23-year old co
ownerof DetJam Recordings and ning
leaderof rap's newest brat pack -L.L.
Cool ], the Beastie Boys, and the Orig
inal Concept Crew - is a fan of hard
core rock and roll. He grew up n
Long lIsland, N.Y, "and 1t was almost
impossible to grow up there without
being a heavy metal tan,” he says. So
how come the thing for hip hop? "The
high school | attended was racially
mixed,” Rubin explains, "and the black
kids were into music 1 found much
more exciting and accessible. White
kids were into Led Zeppelin, the Stones,
and The Who -groupsthat were easy
tolike, but who rarely toured, so there
was noenergy to be involved in; where
as the black kids were always waiting
for the next rap or scratch record to
come out by groups you could actu
ally go and see. To me, rap was a lot
like hardcore, except that white kids
never quite got a scene going for that
type of music, and black kids accept
ed their own version of hardcore, and
supported it. And 1 did too!”

Years atterward, while attending
New York University, Rubin produced
"It's Yours” by T.L.A. Rock and Jazzy ],
tora small New York based conipany.
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Rick Rubin (second from right) with The Beastie Boys.

The record was “stoopid”-—huge inthe
street vernacular. "But 1 never got
paid,” recalls Rubin. “So 1 said, 'This
isn't the best way to go about doing
things." " Later, this ex-film major met
Russell Simmons, who manages, and
at times, produces, just about every
oody who can rhyme behind a beat,
including Run-DMC and Whodini; he
wasn't nch either. It was then that
Rubin began contemplating torming
a label with Simnmons. "That way we
could promote cur groups the way we
wanted to, and use the money we
made to make them bigger - what
labels that are only interested in fast
money won't do,” he observed. The
label, Def Jam, would be an artist
minded one

Started inan N.Y.U.dorm room that
Rubin occupied several months fol
lowing his graduation last year, Def
Jam's initial signees were L.L. Cool ]
‘the Ls are tor Ladies Love, the Is for
James) and the Beastie Boys. L.L's first
12-inch, "1 Need a Beat” sold over
100,000 copies with little airplay and
virtually no promotion. Sales for The
Beasties, inetal-directed white rappers,
however, were a little harder. "It take
a lot of promotion and video money to
put them over,” Rubin concedes.

Luckily, Columbia Records took no

tice of Def Jam, and inked a distribu
tion deal with the tledgling outfit. To
prevent becoming one dimensional,
Def Jam will also be releasing albums
by Juice, a stmokey -voiced R&B sing
er; Slayer, rough heavy etaloids;
and the Junkyard Band, a go-go band
whose members range in age from ten
to 13. Despite go-go's failure to catch
on nationally, Rubin claims he can
take the best element of go go the
hyperactive percussion and make
the D.C. funkform commercial. He
teels that his group’s beginner's ener
gy will seduce radio programmers to
test their debut, due in the latter part of
1986, even though they passed on
established groups like Trouble Funk.

For the moment though, L.L. Cool
J's sturdy, electro-fattened Radio is an
across the board smash, and Rubin's
remixes for Big Audio Dynamite, among
others, have become hits. We spoke
with Rubin as he was simmultaneously
putting the finishing touches on al
bums for the Beastie Boys and Run
DMC. The former contains a remake
of Aerosmith's "Walk This Way,” and
the veteran rock band will be featured
on the track. "This album will be less
commercial than Run's previousones,’
Rubin says. "Butit will probably sell a
whole lot more.”
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Mix: To me, Aerosmith was actually a
sort of rap group. Years before "Rock
Box,” they were harnessing James
Brown-ian funk grooves to hard gui-
tar crunch. And it wouldn't surprise
me if some DJ slid "My Fist Your Face”
under the Beastie Boys' "She's On It.”
[s Aerosmith the actual source of your
appreciation for rap?

Rubin: Aerosmith was the first group
[ actually went out and bought all the
albums for. So it's probably related. |
also listened to James Brown, and
AC/DC, which is beat-oriented rock.

Mix: Your first production was Jazzy ]
and TLA-Rock's "It's Yours,” one of the
streetest records till now. How'd you
and them hook up?

Rubin: [ knew Jazzy ] for a long time.
He was an important person in the
hip-hop scene. Having an idea of
what these type of records should
sound like, | approached him about
doing one.

Mix: Even though Run-DMCsold gold,
did you feel even theirrecords could've
been done better?

Rubin: I did actually. That was the
idea. | heard Run-DMC's record and
thought, "This is really good, but it still
seems a bit polished.” They were a
little too R&B-ish. I'm really a fan of
rock music—beat-oriented rock.

Mix: Since rap and rock are best live,
are you spontaneous in the studio or

Hill Audio

Power Amplifiers
200 watts to 3000 watts

SOUND QUALITY, proven in critical listening tests
undertaken by acclaimed audio engineers and
producers; RELIABILITY, proven in the world’s most
prestigious recording studios and sound reinforcement
companies.

Hill Audio power amplifiers: the only choice.

Total Audio Transparency

bod

oeePeeeePe

Manufactured in the UK
Hill Audio 1td, Hollingbourne House, Hollingbourne, Kent MEIT 1Q), England
Tel: (062 780) 555 Telex: 966641 HILL
LS. Sales Oftice
Hill Audio Inc, 50028 N. Royal Atlanta Drive, Tucher, GA 30084 USA

Tel: (404) 944

1851 Felex: 293827 HEAD

Circle #104 on Reader Service Card

132

do you go in with things mapped out?
Rubin: Both ways. Sometimes [ have
solid ideas about how [ expectto hear
something. ThenI'd goin and try and
getit. But a lot of the times, on the way
I'd come up with something better. |
spend a lot of time in the studio, and
sometimes we do things from scratch,
but the studio really isn't the best place
to be creative. | prefer to go in with
strong ideas. If they change along the
way, though, that's cool!

Mix: How long does it take you to
produce the tracks for hardcore, min-
imalist acts like L.L. Cool ] and the
Beastie Boys?

Rubin: They're hardcore and minimal,
butit's very important how the records
feel. You can't just sit down at a drum
machine—Ilike [ know a lot of produc-
ersdo—make upabeat, andsay "OK,
this how it's gonna go.” It's much
more than that. Sometimes I'll take off
months between songs where I'll just
think about beats that'll feel right and
make the most sense. I'll vary tempos
and use different, interesting textures
on each cut LL’s album took about
six or seven months to make.

Mix: How about actual recording and
mixing time?

Rubin: Most of those songs were put
down and mixed in one or two ses-
sions. Some of them took more time
because we redid them. "Rock The
Bells,” one of the earlier songs, didn't
sound the way it does now. By the
time the LP was near completion, we
decided it needed to be updated; L.L.
rewrote all the lyrics, and I rewrote all
the music. And it's probably the most
exciting and up-to-date song on the
album.

Mix: How are the guitars on a Beastie
Boys record, and on the new Run-
DMC record recorded?

Rubin: [ use Marshall amplifiers, and
[ mic them in three places in the room.
Then | mix them together until it
sounds good.

Mix: The hard sound of your records
is most responsible for their popu-
larity. What other sorts of equipment
do you use on them?
Rubin: I used gated reverbs on the
drums. I'm really not a fan of equip-
ment, so [ don't care about specifics. |
don't even care what studio I use. Of
course the quality of a studio and its
equipment affects your final product,
but I don't nitpick. [ would never say
"Run it through this machine or that
machine.” I'd just say, "l want it to do
this.” I have engineers who are very
helptul. I'm more concerned with be-
ing feel-oriented rather than equip-
—CONTINUED ON PAGE 171
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Producer Steve Bray

Steve Bray’s
Saturn Sound

by Brooke Comer

Downtown Manhattan is becoming
anincreasingly popular area forhome
studios. More available spaces and
lower rents make it easier for artists/
writers/producers to install basic record-
ing equipment tor private or public use.
But even amid tough competition,
Steve Bray's Saturn Sound (lodged in a
bedroom of his small apartment) is
unique. The compact, $250,000 studio
makes the most of its 12- x 17-oot
space. And Bray, who made industry
news when he produced "Into The
Groove” for Madonna on an 8-track
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recorder in his bedroom, is known for
making the most out of his equipment.

“The success of 'Into The Groove'
amazes me,” admits Bray, who also
co-wrote and produced with Madonna
half of her third LP, scheduled for re-
lease in June, 1986. "We didn't even
record the track in a studio. The demo,
which went directly into the movie
Desperately Seeking Susan, was done
in my previous apartment on a Tas-
cam-38 8-track tape recorder and a
16-channel Ramsa board. | didn't do
anything special or elaborate in terms
of recording technique, and the suc-
cess of that track changed my whole
outlook. We used Shure 58 mics on
the vocal and no headphones. The
keys were Oberheim OB 8s, a Prophet
5, Roland JX 3, and a Casio CZ101. It
was a simple and direct process, and
if you listen carefully, you can proba-
bly hear radiators thumping in the
background.”

Now that Bray's upgraded to a
Soundcraft 24-track specially wired
for keyboards, the possibilities are lim-
itless. Not only his board, but Saturn
Sound as a whole, has evolved from
various levels of home studios in
Bray's past. "Before | even got up to
the 4-track stage, | had two cassette
machines going back and forth. To
record a drum part, I'd run the cas-
sette and play drums to it, then I'd run
that cassette while playing guitar to
another machine. By going back and
forth between the two cassette ma
chines [ had so much tape noise that
all you'd hear was ‘Shhhhhhh' with
faint music in the background.”

Getting a stereo mix of Bray's "Into
The Groove" was a problem, "because
of the way | work with machines,” he
explains. "l record all the music in
stereo on 2-tracks so you can't really
mix it again. The only separate tracks
are the vocals. To remix it for high
quality MTV stereo, we took the 8-
track and dubbed it to a 24-track 2-
inch tape, re-did the drums, bass and
main keyboards, and mixed those new
tracks with the keyboards and vocals
from the original 8-track. MTV and
radio airplay made the song so popu
lar that Warner Brothers decided it
was time to put it on vinyl. That's how
the song became a single, and 1 be-
came a producer.” Bray, in addition to
his work with Madonna, writes and
plays with Madonna's ex-group, The
Breakfast Club.

While some of his contemporaries
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prefer to work away from home in
order to be able to escape their work,
Bray is pleased with his in-house stu
dio. "Before | had my own studio, |
worked in friends’ lofts when no one
was around. | figured out that what |
needed was a little 4-track studio. If
you can make an initial investment, a
home studio is the most efficient way
to work. It'll definitely pay for itself,
saving you $100 an hour of studio
time. It allows you the freedom to erase
things, creating an ideal learning en
vironment, free from pressure.”

Playing with different bands was an
other good learning experience for
Bray, giving him plenty of exposure to
a variety of equipment. When it came
time to furnish Saturn Sound, he al
ready had ideas. "There's a plethora
of information available on 48th Street
in New York, where you can find 20
high quality music retail stores in a
one block radius,” he notes.

Bray's Macintosh has also helped
to keep him on the cutting edge of
technology. "l have a modemn now
that ] can access to a musical network,
PAN,” he explains. "Through PAN, |
can call for instant information from
all overthe world. Manufacturers and
engineerson line tell you all they know
about the equipment, and you can
ask specific questions. There's a bul

letin board for special interest groups
like Kurzweil or sampling. Not only
can you access information on se
guencing, but you can actually buy a
variety of equipment on line by plac
ing your order via computer. During
scheduled conferences, you can have
real time dialog with as many as seven
people. You might be on-line with a
software designer who can tell you if
his product is in fact what you're look
ing for.”

Macintosh helped Bray select new
software and Soundcraft's Phil Wagner
was instrumental in the selection of a
console. "The Soundcraft board is the
most affordable in its size, and it offers
the most lexibility,” he notes. "It also
uses a disk-based automation system,
which nootherboard in its price range
has. One of my friends, Alec Head,
engineers for Kashif [who also owns a
Soundcraft] and he gave me a good
report. If it's good enough for Kashif,
it's good enough for me.

‘The Otari machine was another
fairly easy decision. | know people
who work at Unique Recording, where
they use Otari exclusively, and they
had positive feedback. I know Jelly
bean[Benitez] cuts on them at Sigma,
and that was another incentive.”

Saturn Sound's keyboards are per
manently wired to the patch bay so
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that sessions save the time they'd ordi-
narily spend patching. "In my studio,
everything is there already,” Bray ex-
plains. "When you wheel your gear
in, you don't have to go one by one,
patching this keyboard here and that
keyboard there. You walk in and turn
onthe board. Everthing's already hard
wired to the patch bay. The only time |
have to patch anything is when I want
reverb on something. Even thoughit's
avery small room, the space is worka

ble because there are no wires any

where. Everything goes around the
walls from the keyboards to the patch
bay, so there's nothing in your way.”

The complexities of hardwiring his
keyboards to the patch bay aside, elec
tricity posed the biggest obstacle for
Bray. His residence did not have
enough electrical volts to accommo
date a recording facility "and in order
to bring in an additional 220 volts, we
had to drill downstairs through a doc-
tor's office and into a basement to the
main electrical room.” The drilling re
guired red tape and permits from the
building owner, and Con Edison.
Though the process was expensive,
"It was the only way we could be sure
the studio would always have enough
power for whatever was in there. |
wanted to know that I could take a
Synclavier system in and not have to
worry about the kitchen or the refrig
erator and air conditioner going on
and off on tape. They can draw a lot of
unwanted hum.”

Jim Taylor, who designed Kashif's
studio, impressed Bray so much that
he hired Taylor to work on Saturn
Sound. "Soundproofing was alsoa ma
jor concern,” Bray says. "We floated
the ceiling and walls about six inches
out, so I could move without having to
do anything except re-plaster the
walls, which are reinforced with dry
wall and plasterboard. The only other
problem we had was bringing the
board up to my fourth floor apart
ment.” Observant bystanders may
have witnessed the Soundcraft con
sole as it was hauled up by crane into
Bray's window, in true New York
fashion.

Bray believes his studio is part of a
trend that will make the competition
between studios tougher as technol-
ogy becomes more affordable. "Home
studios are becoming so cost effective
that writers need them to compete,”
he says. "Portastudios and keyboards
make writers and producers virtually
synonomous now, as production val
ues and techniques are the criterion
for good music. And with a greater
base of high quality material in the
marketplace, people will have to work
much harder to stand out from the
rest.’ [ ]
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by Philip De Lancie

As | indicated last month, many of
those with a stake in the survival of the
phonograph record manufacturing
industry are hopeful that technical
improvements in record quality will
arrest the downward trend in record
sales. While Direct Metal Mastering
has been perhaps the most publicized
of the efforts in this direction, various
other developments have also sur-
faced in response to the challenge of
higher record quality. Among these is
Ni-Fi, a recently unveiled method of
lacquer master processing in which
silvering is replaced with direct nickel
coating. The process is claimed by its
developers, Hal Chemicals of Chicago,
to greatly increase record fidelity.

"We've been selling silver to the
record industry since 1957, says Hal

Ellison, president of the company. "We
got into nickel because we saw that
something had to be done for the vinyl
record business. We saw cassettes
taking hold, and we saw CDs taking
hold, and we asked ourselves: 'Why
aren't we getting the fidelity out of
vinyl records? What is wrong? And
we found out what was wrong.”

To better understand the conclu-
sions reached by Ellison and his re-
search team, it might be opportune to
review the conventional method of
preparing lacquer masters for the for
mation of metal parts [metal masters,
mothers and stampers]. Firstly, as de-
scribed by Ellison, "the lacquer is
immersed in a vessel with an aque-
ous solution containing either Wisk
[the laundry detergent] or Liquinox.
[t's left in the vessel for about 15 min
utes to get rid of any fingerprints and

Ni-Fi:

The Nickel Approach

Ni-Fi's ease of
implementation
may appeal to
those who seek the
aura of premium
quality without
investing in new
disk cutting
technology...

138

to solulize some of the castor oil that
the nitro-cellulose lacquer has on it.
[Sulfanated castor ail is used in mak-
ing the lacquer).

"Next, the lacquer is taken out,
rinsed and put into a spray booth. A
solution of stannous chloride is sprayed
on the lacquer for ten to 15 seconds
and thenrinsed completely. This treat-
ment tends to react with the silver
[which will be sprayed on the lacquer
in an aqueous solution] and bring it
down as silver metal.”

Just after the stannous chloride treat-
ment comes the silvering, which is
performed with a two-headed spray
gun. "On one side of the head,” Elli-
son explains, "is the silver solution and
onthe otheris the reducing compound
[which separates the non-metallic ele-
ments from the silver spray]. It mixes
in the air, and when it hits the lacquer
it deposits as pure metal.”

The lacquer is then put into a plat-
ing bath containing nickel sulfamate,
and the metal masteris electroformed
onits silvered surface. When separat-
ed from the lacquer, the metal master
[a negative with modulated ridges cor-

responding to the lacquer’s grooves]
isitself electroplated to produce moth
ers, which are in turn used to form the
stampers for pressing records.

As a supplier to metal parts makers
of the silver compounds used in the
silvering process, Hal Chemicals has
an active interest in the continued
popularity of the vinyl record. "When
we saw that our sales were dropping,
and that the record industry was drop-
ping in sales,” says Ellison, "we knew
that something had to be done.” What
Hal Chemicals did was to embark on
a four year experimental effort in the
small plating facility the company has
operated since 1960 for research and
quality control. Ni-Fi is the end result
of that etfort.

"We found,” Ellison continues, “that
silver and nickel is not a good combi-
nation. By that | mean that after you
silver the lacquer and immerse it in
the nickel plating bath, there is an
interference because the molecular
structure of the nickel is not the same
as the molecularstructure of the silver.
The alloy in the nickel tends to pull
the silver away from the groove. We
determined that by placing it under
an electron microscope. We would
call it a millimicron pull.”

With the nickel pulling the silver
away from the groove, the shape of
the silver no longer exactly conforms
to the shape of the lacquer surface
upon which it has been deposited.
"We found that that was the big reason
for the lack of real fidelity,” Ellison
says. "Regardless of what sort of rec-
ord you buy, everybody [except DMM]
uses the conventional silver spray
process. By using that process, you
cannot get the fidelity.

"The reason we tried to deposit
nickel is because we felt that if we
could eliminate the silver and get rid
of that pull, we would get full fidelity if
we could get the nickel to stay in the
groove. We tried to deposit many com-
mercial nickels that are on the market,
with no success. We did deposit the
nickel on the lacquer, but we found
that the grain was too large. Conse-
guently, we could not get a clean, un-
distorted record.

"We found a company from which
to purchase a very fine nickel mesh,
the nickel saltitself. We dissolve it into
our own medium. The nickel solution
is sprayed [instead of silver solution]
and deposited on the lacquer. When
it's put into the nickel plating bath, we
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get no pull at all because it's all in the
nickel family. The nickel stays in the
groove, so whatever is cut in master
ing is exactly what you get.”

Apartfrom its claimed improvement
in audio fidelity, one aspect of Ni-Fi
that might ease its acceptance by the
industry is its closeness to the silver-
ing process it was developed to re
place. Ellison describes the similari
ties: “The cleaning of the lacquer mas
ter is still there, using the Wisk or the
Liquinox. The next step is what we
call the 'pre-treat. This is the same as
using stannous chloride, but ours has
to be a different aqueous compound
for reducing nickel. For the pre-treat
you use a sensitizer gun, which ev
erybody already has. [For depositing
the nickel] you use the double head
ed spray gun. So, as far as equipment,
there is absolutely no change at all.
What we are doing is just substituting
the nickel for the silver. The only thing
they have to do with Ni-Fi is to work
closertothelacquer with the spray gun.”

For the time being, Hal Chemical's
main activity related to Ni-Fi will be
the sale of materials it has developed
and patented for the process. "We will
be selling the aqueous nickel solution,
a reducing compound and a pre-treat
solution,” says Ellison. "As of today,
everything will be purchased from us
directly. Six months or one year from
now, we don't know. We've had peo-
ple who are very interested in whether
we want to sell the patent or sell the
process outright. But as of today, we
are not thinking about that.”

Ellison estimates that the Ni-Fi proc
ess is currently in use at 13 metal
parts facilities. Some prefer to remain
unidentified for fear of possible client
apprehension over the use of an un
conventional method. But Ellison cites
MFP Inc. and Ingram Records, both of
Nashville, as examples of Ni-Fi's ac
ceptance. "These two companies are
the biggest in Tennessee, and they
are turning out thousands and thou-
sands of records a week. You'd be
surprised how many people have said:
‘What have you done to the record? It
sounds so much better! Ingram Rec
ords, for example, is so happy with it
they are using it exclusively. He told
clients about it after they asked what
he was using, and now they specity in
their orders ‘Ni-Fi records only." ”

Ellison hopes eventually to extend
awareness of his process beyond rec-
ord industry insiders to the general
buying public. “We're working awfully
slow with it,” he cautions, "because
we want to make sure that everything
is done right. When it is right, every
jacket that has a Ni-Fi record in it will
have a label on it specifying ‘Ni-Fi
Process'.”

JULY 1986

The use of labels to encourage con
sumers to differentiate between sellf-
proclaimed high quality records and
conventional product is reminiscent
of Direct Metal Mastering. But while
DMM proponents may be further ad-
vanced in their bid to capture the pre-
mium record market, Ellison seems
quite unworried. "The reason we don't
seeitas a threatis this: When we walk
into a plant that has all the equipment
available that they have worked with
using silver, and we come in with our
Ni-Fi process, and they don't have to
make any changes, and they find that
the record, after it's pressed using
good quality vinyl, has the same qual
ity as DMM, why should they spend
the money for DMM?”

Asked what effect Ni-Fi might have
on the current record sales slump, Elli-
son is unhesitatingly positive: "That's
precisely why we went into it. We feel
that with this quality, it willbe a shotin
the arm for the vinyl record industry "
Stillin its infancy, Ni-Fiis currently far
from achieving the kind of industry
acceptance that could make Ellison's
prediction a reality. Should more in-
dustry professionals have an oppor-
tunity to evaluate Ni-Fi's claims of im-
proved fidelity, however, its ease of
implementation may well give it great
appeal to those who seek the aura of
premium quality without investing in
new disk cutting technology this late
in the expected life span of the pho
nograph record.

In a move billed by Electro Sound
of Sunnyvale, California, as "a major
breakthrough in the spoken word du
plication area” and a reflection of
“heightened quality awareness,” the
Nightingale-Conant Corporation has
invested "around $300,000" in an
Electro Sound 8000 Multi Master tape
duplication system with ten slaves. The
system, which includes Dolby HX Pro,
triples the company’s production ca-
pabilities to 90,000 units daily over
three shifts. Nightingale-Conant is a
leader in the $100 million spoken word
cassette industry, claiming nearly 30
percent of the market with its line of
best selling books on tape.

¢ o o

Eastern Standard Productions Inc.
has recently expanded the production
capacity of its Real Time cassette du-
plication facility. Its newly acquired
three head, three motor, dual capstan
audiophile decks have been "specially
modified sonically.” ESP has also en
tered the video duplication field. Mas-
ters can be accommodated in the one-
inch, 3%-inch, Beta and VHS Hi fi for
mats. The service features color cor-
rection, time base correction and noise
reduction systems. n

HIGH QUALITY =
Real Time Cassette Duplication

From A Digital Running Master
To 3 Head Dual Capstan Slaves
with HX Pro* Headroom Extension

Feel Free To Give Us A Call
Benjamin Shaw Bryan Shaw

(714) 645-9702
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1731 Bonaire Way
Newport Beach, California 92660

* HX Professional Originated By Bang and Olutsen
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DEEP IN THE JOBS OF TEXAS

by Linda Johnson

In the following article, we could
move on in the normal Studio Round-
up fashion and tell you all about vari-
ous recording studios and how they're
holding up in this milieu we call the
recording industry. But we decided to
look beyond the various projects and
the new equipment purchases and in-
stead focus on the guys and gals be-
hind it all who are turning the knobs,
changing the reels, fiddling with
wires, and generally just helping to
maintain a sense of sanity in an envi-
ronment that can be—and quite often
is—insane.

We approached representatives
from eight Texas studios and asked
them where they find good engineers,
and what criteria are involved in actu-
ally hiring one. Read on and discover
what these facilities believe it takes to
become a part of the sometimes excit-
ing, occasionally dull, but always un-
predictable music industry.

Studio Southwest,
Jimmy Wallace

"We really enjoy doing contempo-
rary Christian work,” says owner Jim-
my Wallace of Studio Southwest in
Sunnyvale, TX. And after three years
in business, Wallace reports that con-
temporary Christian music continues
to be his primary source of business.
But with David Byrne of the Talking
Heads in recently working on his mov-
ie, True Stories, it is obvious that Stu-
dio Southwest is open to a variety of
music projects.

What are the criteria involved in hir-
Ing a new engineer?

The main thing, besides technical
abilities, is how he interacts with peo-
ple. You can be the greatest engineer
in the world, but if you have no "bed-
side manner,” and don't make the cli-
ent comfortable, then the client may
never come back to your studio. It's
an emotional, personal thing to record
music, so the client has got to be at
ease with the surroundings. For in-
stance, when someone like David
Byrne comes in, you can’t be jumping
all over him, nagging him. In other
words, they just want to be treated like
people too. And David got along really
well with ourengineer Mike McClaine,
which I think was a factor in his re-
cording here.
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How would you go about actually
bringing someone new onto your
staff?

If I were to pick up an engineeroff the
street, 'dlook at his resume, see what
his background was, and I'd listen to
hisdemotape. I'd then have him come
in and second on a session, and then
get an opinion from the other engi-
neer on how the new guy handled

Studio Southwest, Dallas, was used
by Talking Head David Byrne, back
left, for the bulk of the Dallas re-
cording for his movie True Stories.
Mike McClain, foreground, was the
engineer. At right is Steve Jordan,
an accordion player from Bandera,
TX who has a part in the movie.
Byrne says: “Studio Southwest is
as good a studio as anywhere I've
ever worked; it’s top notch. And
McClain was a very versatile engi-
neer; he could handle anything
[rom a pedal stee] sound to a chil-
drens’ chorus.”

himself; what his attitude was like. If |
was really considering hiring him, I'd
bring him in to be the primary engi-
neer on a session. Mainly, I just want
to watch how he works.

What it all really boils down to is
can they use what they know? It's kind
of like a musician: he can know every
lick in the world, but if he doesn'thave

the feel for how to play, then he's use-
less. So with these new engineers—
the ones who do have all the techni-
cal expertise—it's mainly knowing
when to open their mouths and when
to keep it shut. They've got to have a
lot of common sense. There are a mil-
lion engineers, but there are only a
few who have the common sense, the
technical background, the musical
background and who can just deal
with people. An engineer has to be
kind of chameleon-like.

What advice can you give to engi-
neers out there looking for work?

Get as much technical expertise as
you can. One way to getthat technical
expertise is to get a gig with one of the
live sound companies. Any experi-

ence you can get doing live sound or
recording is really important.

Rivendell Recorders,
Chuck Sugar

Material ranging from contempo-
rary Christian music to the tunes of
B.B. King, Sammy Hagar and Ray
Charles keeps everyone down at Pas-
adena’s Rivendell Recorders busy.
Studio manager Chuck Sugar reports
that the eight-year-old facility plans to
continue with various album projects,
as well as expand into the jingle mar-
ket a bit more.

Ifyou were going to hire an engineer,
what qualities would you look for?

Someone with a good attitude and
good sounding product. I'm personal-
ly looking for people who are great
people to begin with and have the
potential to be an engineer. Then we
can teach them whatever they need
to know. A college education is not
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that big of adeal. I'd rather have some-
one who's been doing sessions with
people in the studio for the last five
years.

What would an engineer have to pre-
sent to you in hopes of getting hired?
He'd have to bring me a great sound-
ing demo tape and a resume with
some people | can call and talk to.
And basically, they should just have
some experience that [ can hear on
the tape. Usually you can just tell with-
in 15 to 20 minutes of sitting there
explaining the board to them how
much they know and have done. ]
need someone who can come in and
know what they're doing. Still, if there's
someone eager to learn, I'll spend the
time with them if I feel it's going to be
worth it.

Where do you startout new engineers?
[ put them in the studio with some old
tape and let them mess with the board,
and just spend time with them. Usually
[ have the engineers spend time doing
sessions with each other to see if they
are compatible.

How do you maintain good quality in
the performance of your engineers?
Personality has a lottodo with it. They
have to have the ability to work well
with the client and to keep the reputa-
tion of the studio friendly and helpful.
Usually my clients will tell me if they're
satisfied or not. A lot of times I'll sit in
and screen sessions because the inter-
action with people is as important as
the sounds being recorded.

Digital Services, John Moran

In May, Digital Services in Houston
relocated to a larger facility four blocks
from its previous location. Owner John
Moran says that the move was neces-
sary to accommodate the arsenal of
digital gear his studio has to offer.
Some recent projects at Digital Serv-
ices included a film soundtrack for
For All Mankind done by Brian Eno
and Joe Ely, an LP for Willie Nelson,
and a video for Carl Lewis, which was
produced by Quincy Jones. With the
soundtrack credit for Stop Making
Sense under his belt, Moran says that
he plans to further expand into audio-
for-video and film.

Where do you look fornew engineers?
God, right now they're coming to us
in droves. There are a lot of people
looking to locate in Texas. I've had
several very good people getin touch

Omega’s interns have the oppor-
tunity to work on remote recording
projects in the company’s 24-/46-
track remote facility.
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with us, and I'm very happy to talk to
them.

What qualities do you look forin those
people?

The first thing [ like to see in an engi-
neeris a decent amount of live experi-
ence. | want studio experience too,
but live is so important because you
get pressures that you wouldn't get in
the studio. In a live situation, if it's not
happening right now, you're dead,
and the show is down the tube. Being
able to be intuitive to the needs inher-
entin these kinds of situations is some-
thing live engineers learn or they don't
survive.

How often do you hire new engineers?
Right now, | have three on staff and a
growing roster of people on call. Soin
terms of picking up new engineers, |
want people on an independent basis,
an on-call type of situation. [ want to
be able to tailor things to the client. 'm
looking forengineers with specific ar-
eas of expertise. | want someone who
isgood at, say, black funk. Conversely,
I've got different engineers for classi-
cal sessions. I wanttofill in the holes to
serve different markets.

What's your advice to engineers look-
ing for work?

[ wish I could tell them the job pros-
pects are great, but the biggest prob-
lem in finding a job is there are so
many people out there who want to
do this.

Tenacity really counts. If you hang
in there and are really good at what
you do, sooner or later you'll end up
with some ringer gigs that you'll re-
member for the rest of your life.

El Adobe Recording,
Robert Hernandez
Though perhaps not part of the

"who's hip” buzz in the LA. or N.Y.
recording scene, El Adobe Recording
in El Paso, TX is successful in its own
right. With several gold albums by
international superstar Juan Gabriel
to its name, the eight-year-old studio
has obviously found a niche of its own
in the Latin music market. But chief
engineer Robert Hernandez is quick
to note that he's open to recording
music of all types at the huge, fort-like
facility. "We've got tons of room here!”
he says.

What do you look for in a new eng-
ineer?

Actually, we haven't really hired any
engineers! [ do it all pretty much my-
self. 've got one guy in here with me.
He's young, he's real eager, and he's
willing to learn. He took a few courses
in college, but mainly he's justa young
kid with a good ear, and he learns
quickly.

Whered you start him out?

I just put him on the board to see how
he'd respond, and he did very well. |
don't like to treat him like my second.
He's just another engineer like me—1I
respect that. We work as a team. He's
been here a year now.

What convinced you to keep himon?
Heart. He's really got heart. He gets
into the projects and he makes the
clients feel good. He's a trumpet play-
er so he reads well and has a good
ear. And he's enthusiastic. We picked
up a new 224XL, and he read the
manual even before I got to it.

What makes an engineer good?

I have mixed emotions on that. School
is very important because of the digi-
tal technology coming in, and I even
think I should go back to school for
that. My advice would be to go to
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school first and then get your experi-
ence, but man, it's hard.

Martin Recording Studios,
Scott Martin

Another successful facility in El Paso
is Martin Recording Studios, where
owner Scott Martin says an abun-
dance of advertising and LP work is
keeping them on their toes. Now in his
ninth year of business, Martin says
he'd like to start bringing in more au-
dio-for-video projects, noting that his
24-track room was specifically de-
signed for such work. Recent visitors
at the studio included the Fabulous
Thunderbirds, John Brannon, and
Bucky Allred.

Where do you find good engineers?
We usually train them. Occasionally
someone will come in who has lots of
experience, but normally we just find
someone whois really interested in it,
and we let them hang around for a
while to see if they catch on and have
a good ear.

What if someone had musical and
technical knowledge, but absolutely
no college training in engineering?
I'm a college drop-out myselfl And
I've had people come in with a college
degree who didn't know anything.

Where do you start out new engi-
neers?

We send them out with our established
crews as a helper: running cords, plac-
ing mics, EQ-ing stuff, putting leader
in between cuts, taking the trash out,
getting burgers, and just hanging
around to get the feel of studio work
and to learn how to interact with cli-
ents. A large majority of the job is just
getting along and making the clients
feel relaxed.

Once an engineer is hired, what
makes you really believe in his work?
[ like to get people who are more inter-
ested in the final product than just
punching the clock and taking the
paycheck home. They should be will-
ing to put in extra hours, stay all night
and not worry about missing dinner
with their girlfriend. I go for the peo-
ple who have a lot of pride in their
work, and they don't care how long it
takes to get it right, as long as they get
it right.

Dallas Sound Labs,
Johnny Marshall

What do Phil Collins, B.B. King,
Miami Vice and Stevie Ray Vaughn
have in common? All were recently
in at Dallas Sound Labs forone reason
or another, be it for video/film post-
production, an albumn project, or a Frito
Lay commercial. Needless to say, Dal-

las Sound Labs is doing just fine, and
studio managerJohnny Marshall says
that they plan to continue on with lots
more film and video work. In May, a
full-blown Synclavier system was in-
stalled to cater to such projects.

What do you look for in an engineer?
A big consideration for the next engi-
neer we hire will be getting someone
who has interlock experience. There
seems to be an abundance of engi-
neers who have just straight audio
recording experience, but there's a
lack of engineers with interlock know!-
edge. I[f] was anengineertrying to get
work, that's whatI'd be concentrating
on. And since you're dealing with com-
puter-oriented interlock systems, com-
puter knowledge is very helpful.

Where do you expect to find people
with this sort of experience?

Well, that's the big problem. Like the
cart before the horse, it's hard for an
engineer with no interlock experience
to gain interlock experience. A lot of
times—at least at our facility—when
an outside engineer comes in to work
ona TV project or whatever, he invari-
ably has to hire one of our engineers
to run the interlock system. So the
difficult thing is, how do you gain ex-
perience?

Would you be willing to train people?
That's a difficult situation. It depends
on the individual. There are certain
benelfits to training somebody from
the ground up. One of the assistants
we now have on staff we trained from
the ground up. The first six months
were a bit frustrating. Now, two years
later, he's an excellent assistant en-
gineer.

Where do you start out new engineers?
Assisting our staff, where they can't
getinto any trouble. We put them with
our own staff so that any frustration is
only amongst our own people.

What tasks would the new engineer
be assigned?

The main duties of the assistant would
be session setup and session teardown,
and catering to the client in between.
From there, they'd progress into get-
ting to know the board, start getting
transfer responsibilities, eventually
moving to simple 2-track voiceover
work, and then into multi-track.
They've got to be real proficient before
we'll throw them in with an outside
client.

How long does the training go on?
Forever! In this field, training never
stops. With technology progressing as
fast as it does, the learning process for
—CONTINUED ON PAGE 177
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The Whole is Greater
than the Sum of its Parts

Since 1979, Digital Services has been
on the leading edge of the digital audio
revolution. Today, our new studios in
Houston reaffirm this commitment to
uncompromised quality. The Solid
State L.ogic 6000E console with Total
Recall, 48 track Sony digital recording,
computer controlled Adams-Smith
synchronizers handling up to 76 audio
tracks to picture, and Meyer Sound
Lab 833 monitors are just a part of the
story. Experience is the part that can
only be gained by a long-standing in-
volvement such as ours. Foresight is
becoming the Southwest's first and only
all digital facility, with services such as
digital editing and compact disc tape
mastering available on site. Artists from
all genres of music have employed our
services for award winning results.
Contact Chris Smith for detailed infor-
mation on rates, our new facilities, and
long-standing track record.

Oigital Sepvices

Recording StudiosRemaotes<Rentals

5805 E Chimney ROCK RdeH ouston Ix 77081+(713) 664-5258

Circle #112 on Reader Service Card
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STUDIO DIRECTORY
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147 STUDIO LOCATION INDEX
148 4 & 8 TRACK STUDIOS
152 12 & 16 TRACK STUDIOS
156 24+ TRACK STUDIOS

Mix listings procedure: Every month, Mix mails questionnaires to recording studios and/or
other vital facilities and services for the recording, sound and video production industries.
Basic listings (name, address, contact) are provided free of charge. Extended listings
(equipment, credits, specialization), and photographs or company logos may be included
at a nominal charge. If you would like to be listed in a Mix Directory, write or call the Mix
Directories Department, 2608 Ninth Street, Berkeley, CA 94710, (415) 843-7901

Upcoming Directory Deadlines:

North Central/Canadian Studios: July 7, 1986

New Products Directory: August 1, 1986

Mastering, Pressing and Tape Duplication: September 3, 1986
Northwest/Hawaiian Studios: October 1, 1986

Rivendell
Recorders, of
Pasadena,
Texas, has
aftracted a
large following
of top contem-
porary Chris-
tian artists over
the past few
years, including
Petra, Farrell &
Farrell, and Joe
English, as well
as secular
bookings with
performers
ran%ing from
Air Supply to
Ray Charles.
The studio fea-
tures an auto-
mated Trident
Series 80
32x24 console,
Studer A80 Mk
lll 24-track,
UREI 813 moni-
tors, and a
selection of vin-
tage tube
microphones.
Photo by:
Charles
McGrath
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The 2nd Annual Technical Excellence & Creativity Awards are underway! The
awards process began with the publication of the Nomination Ballot in the April issue of
Mix, and will culminate with the TEC Awards Celebration in Los Angeles, CA in
November, 1986 (during the AES Convention).

WHAT ARE THE TEC AWARDS?

The TEC Awards were established in 1985 by the publishers of Mix, to honor both
outstanding achievement in audio/music technology and creative excellence in record-
ing and sound production. TEC Awards are given in three major categories and 20
sub-categories. Their purpose is to recognize the technical innovations and behind-the-
scenes contributors—as nominated and voted upon by the subscribers of Mix—who
make the modern music and sound experience possible.

WHO BENEFITS FROM THE TECs?

The TEC Awards are special, not only because of their uniqueness, but because all the
proceeds from ticket sales of the Awards Celebration are donated to three worthy
causes: the House Ear Institute, which conducts research into the causes and cure of
deafness and hearing impairment; the scholarship fund of the Audio Engineering
Society; and the winner of the TEC Award in the category of Recording School of the
Year, to assist in the education of a deserving student. '

For more information on the TEC Awards, tickets to the Awards Celebration, or
advertising in the TEC Program Guide (closing August 15th), please call Mix Publica-
tions at (415) 843-7901. If you’re a Mix subscriber, watch for the Voting Ballot in the
August issue.

JOIN US IN HONORING EXCELLENCE!




éUSICIANI

Subscribe Today!

MDY
MU
"

M‘Mw

e e gate
GUINTAR
Z] 10 MiDd

!JAMK‘»":

NS Lol sft ey Y

SANTANA'S .
EH‘W SUITAR

M US| CIAN]

SAVE OVER #7%

off the $22 basic rate

O YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

O Save me more! Send me two years
(24 issues) for only $27.95.

O Billme 0O Payment enclosed
(Outside U.S. add $10/year)

Name _ -
Address__ -

City - _ -
State Zip

SAVE OVER ¥7%

off the $22 basic rate

O YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

O Save me more! Send me two years
(24 issues) for only $27.95.

O Bill me 0O Payment enclosed
(Outside U.S. add $10/year)

Name S

Address. S

City _ - .
State == Zip

SAVE OVER ¥7%

off the $22 basic rate

U YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

U Save me more! Send me two years
(24 issues) for only $27.95.

O Billme 0O Payment enclosed
(Outside U.S. add $10/year)

Name
Address___
City ) .

State - Zip 6
1



| " || | NO POSTAGE
NECESSARY
IF MAILED
IN THE
UNITED STATES
i=c0=—————1
BUSINESS REPLY MAIL —
FIRST CLASS PERMIT NO. 2994 BERKELEY, CA E—
Postage will be paid by addressee FE——
fe—————
fe——ui———————1
® ==
[t e e—— 1}
e
@ USI1ClAN] e—
5615 W. Cermak Rd. —
Cicero, IL 60650
| || || | NO POSTAGE
NECESSARY
IF MAILED
IN THE
UNITED STATES
[ ———————
' BUSINESS REPLY MAIL | =
| FIRST CLASS PERMIT NO. 2994 BERKELEY, CA S—
Postage will be paid by addressee _——
- |
Llcthonic ==
"1
= ———— — ]
5615 W. Cermak Rd. —
Cicero, IL. 60650
| || || | NO POSTAGE
NECESSARY
IF MAILED
IN THE
UNITED STATES
.
BUSINESS REPLY MAIL E—
FIRST CLASS PERMIT NO. 2994 BERKELEY, CA —
Postage will be paid by addressee — = ———
——
f——————=—"""|
° ==~
fe—————————1
e ———————

5615 W. Cermak Rd.
Cicero, IL 60650



SOUTHWES

STUDIO
LOCATION INDEX

All studio information listed has been
supplied to Mix by studios responding
to questionnaires mailed in February,
1986. People, equipment and locations
change, so please verify critical infor-
mation with the studios directly. Mix
does not take responsibility for the
accuracy of the information supplied

by the studios.

ARIZONA

Chandler

16 Anas Recording
Flagstaft

8 Dinosaur Tracks

Mesa
16 Gabriel Eng./ Anz. Remote
8 Qrangewood Recording
Nogales
24 Gravity Rec Studios

Page
8 Buns-Up Studio
Phoenix
8 Artronix
24 Audio Video Rec of Anz
8 Boss Moss Productions
8 BPL's Banjo Brass Studio
8 Ear Level Recording
8 Eightrax
8 Heavenly Sound Productions
8 Juniper Productions
8 Lambchops
8 Nestone Studio
4 Snowbird Junction Rec Studio
4 Sound Idea Productions
24 Vintage Recorders
Scottsdale
24 Pantheon Rec. Studios
Tempe
24 Cereus Recording Inc
24 Radical Recording
8 Seashell Sound Studios
8 Tempest Recording
Tucson
24 Jim Brady Rec. Studios
4 Fimeco Studios
8 Headroom Audio Productions
16 Marsound
4 Presidio Film Group
16 The Sound Factory Recording
24 Westwood Recording Studios

ARKANSAS

Bryant
8 Crystal Recording Studios
Eldorado
8 Allnight Records
Fayetteville
8 Opus One
Ft. Smith
16 Omega Sound
Jonesboro
24 The Muzic Complex
Little Rock
16 ARCA (Audio Rec Corp of AR)
8 Mix Media Productions
16 Zanbeck Productions
Mayflower
16 Sound Services
Monticello
4 Gold Lena Sound Production
Mountain Home
8 Cedar Crest Studio
Siloam Springs
8 The Production Co.

MEXICO

Chihuahua
16 Meca 3

NEVADA

Las Vegas
24 Luxury Audio Workshop
24 Powerhouse Recording

NEW MEXICO
Albuquerque
8 Accutrak

JULY 1986

149
148
150
154
164
152
185
154
149
148
150

183

162
164

148

8 Audio-Tech
8 Bilingual Jingles Rec. Studio
4 KBE/Firehazard
16 The Sound Studio
24 John Wagner Rec Studio
Arroyo Seco
8 Norwegian Wood Studios
Cerrillos
24 Kludagit Sound, Inc.
Clovis
Attic Studios
Las Cruces
Emmuit Brooks Rec. Studio
KASK-FM
Santa Fe
Xavietronix

&)
N @

>

OKLAHOMA
Afton
Monkey Island Recording
Broken Arrow
The 25th Track
Wee Never Quit Music
Choctaw
16 Ornginal Sounds Productions
dmond
White Rose Studio
Elk City
Audio Concepts Rec. Co
Midwest City
16 Copesetic Sounds
Norman
8 Carumbo Recording
24 The Rock Studio
Turn Around Sound
QOklahoma City
24 Benson Sound
24 Cornerstone Recording Co.
8 O B Studios
24 Studio Seven
Skiatook
8 Alvera
Stillwater
8 Audiovisual Center Sound
Tahlequah
8 %Aaster-Trak Rec. Studio

ulsa
Ayer Play Rec. & Prod
BT Productions
Castle Music, Inc.
Honzon Studios
[TTI Studios
Long Branch Studios
Raguse Recording Co
Southern Rec. & Photography
24 Unwersal Music & Post

@o® @

@®

@®

@®
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TEXAS

Amarillo
16 Razzle Dazzle
Arlington
Abalone Studio
Brandy/Swann Productions
Chateau Productions
KLPX-KLIF
Patnck McGuire Recording
On Site Recording
Sound Concepts
Stellar Winds Studio
Austin
24 Arlyn Rec. Studio
Austin Custom Recording
Austin Rec. Studio
Austin's Riverside Sound
Cedar Creek
Europa Sound Centre
Fish Studio
Jasper Sound Studio
Keyhght Rec. Studio
Lone Star Recording
Media Sound
Music Lane Recording
Parrot Tracks Studio
Phantom Productions/HSC
The Production Block
Reed Street Studio
16 Sound Recorders Studio
16 Tim Stanton Audio
24 Syntonic Research Inc.
Burleson
8 Center Stage Productions
Cedar Hill
4 Ad Dallas, Inc.
16 Poverty Hill Rec. Studio

o sBros®
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148
148
149
155
169
150
161
148

159
149

181

149

151
151

Channelview
8 Channel 8
Clyde

24 Longhorn Sound Productions.

College Station
24 Brasswind Rec Studio, Ltd.
2 JR Productions
Converse
8 Sound Cube Studios
Dallas
4 Audio Genics
24 Cecca Sound
16 Community Video Services
24 Crystal Clear Sound
24 Edenwood Rec. Studios
16 Good Vibrations
24 Goodnight Dallas
24 January Sound Studios
16 Litzman Productions
8 Long Canyon Sound
24 Luv Sound & Rec. Studio
16 Qasis Productions, Inc
24 Omega Audio & Productions
8 Parallel Images Ltd
8 Pla-Back Recording
8 Planet Dallas Studio
24 Precision Audio, Inc
4 The Producers Studio
24 Real To Reel Studios
8 Rock Chff Audio.
24 Rosewood Sound
24 Studio Centre
24 Sumet-Bernet Sound Studics
4 Tornado Magnetics
4 Voicover Studios
Decatur
8 Unreel Recorders

Denton
24 Inside Track, Inc.
16 Prodigal Sound
Dickinson
24 Limelight Rec Studio
Edinburg
16 Texas Sunnse Rec. Studio
El Paso
16 Apnl Rec. Studios/Prod
24 E! Adobe Recording
24 Martin Recording Co.
8 Posting Brothers Studios
Flint
16 Tomlyn Recording Studio
8 Trash Baggs
Ft. Worth
4 Altim Professional Services
8 Avalon Sound Rec. Studio
8 Band Factory
24 Buffalo Sound Studios
24 Eagle Audio, Inc.

8 Qakndge Music Rec. Service.

24 Sierra Recording

16 The Studio

24 Texas Recording Center
Fredericksburg

24 Loma Ranch Studio
Gainesville

8 Tanden Productions

Garland

24 Sound Logic Recording

Gladewater

ROK. Studio

Greenville

Lazer Productions

Groves

24 Hollywood Productions
Houston
Accessible Sound
Ararat Sound Productions
Cook Sound Productions
Digital Services Rec
Good Sound Services
Bob Green Productions
His Place Recording Studio

@® ®

Honeybee Recording Studio ...

Ithad Studio/IDA Prod
Jus-Fresh Studio
KKBQ Radio
Miracle Recording Studio
Mushroom Station Studios
Music Media Studios, Inc
Power House Sound
Rampart Studios
8 Dan Sessions Productions
16 Southwest Recordings
8 Studio B, Inc
8 Studio 10
24 Studio West
8 Studio Works

24
8
24
24
8
8
8
16
lg Houston Sound Productions
8
8
16
16
16
16
24

16 Sugar Hill Rec. Studios
24 Sunrise Sound Studio
8 TSB Recording
8 Twin Palms Rec. Studio
16 Billy Young Productions
Irving
24 Dallas Sound Lab
24 Midcom
24 Tele-Image, Inc
Joshua
8 Peak Recording Studio
Lake Jackson

8 R. Hamp Studio & Lost Person . ..

Lamesa

16 C and L Productions
Lancaster

8 Foxfire Studios

Longview

24 Crystal Brook Rec. Studio

Hidden Forest Studios

Tally-Ho Productions

Lubbock

24 Broadway Studios

24 Jungle Studios
Manchaca

24 Reelsound Recording Co.

Marshall

G & E Studios

McAllen

Salt Recording

World Radio Network

Mesquite

16 Mesquite Recording Studio

Midland

Nomountain Recording

J. Rox Recording Studio

Monahans

Wing and A Prayer Music

Nacogdoches

@®®
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8 G.OTE.L Prod. (GP Studio)... ..

8 Dana Woods Recording
New Braunfels
16 Walk On Water Studios
New Caney
16 Sounds Right Sound
Odessa
8 Brookshire Sound
16 Roulette Media Services
range
8 PM Sound Productions
Pasadena
24 Rivendell Recorders, Inc
Port Arthur
4 The Musik Factory
16 Tnplex Recorders
Port Isabel
Creative Audio Productions
Richwood
8 Scratch An Smiff Studio
Roanoke
16 Lake Sound
San Antonio
16 Mike Deleon Productions
16 The Demo Shop
8 The Demo Studio
8 First Video Productions
16 Dubby Hankins Studio
24 Ixland Rec. Studio
16 Soundtrack Rec. Studio
16 Studio Center............
16 Toby's Custom Rec. Studio
24 United Audio Recording
San Marcos

@®

4 Media Services Video/Audio. ...

Spring

16 Lincoln Inshtute

Stephenville

Parham Sound Studio

Sunnyvale

25 Studio Southwest
Temple

24 Versatronics Group
Texarkana

16 ECR Sound Studios

24 National Recording Co

16 Texarkana College Studios
Van Alstyne

4 Sellers Company

Waco
24 Bnan Sound Productions
Weslaco
8 Calvary Recordings
Wichita Falls
4 Nesman Studios
Wimberley
16 Action Sound Studio

Wylie
24 Boyd Sound Studio

@®
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149

150
151
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154
150

151
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151
155
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148
154

150
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149
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[8] ABALONE STUDIO

2217C Michigan, Arlington, TX 76013
(817) 277-1617

Owner: Billy Herzog

Studio Manager: Billy Herzog

[8) ACCUTRAK

2614 Aspen N.W, Albuquerque, NM 87104
(505) 247-1001

Owner: Doug Clifton

Studio Manager: Doug Chiton

[4] AD DALLAS, INCORPORATED

912 Sleepy Hollow, Cedar Hill, TX 75104
(214) 291-2886

Owner: RE. Gain

Studio Manager: Humble Billy Hayes

[8] ALLNIGHT RECORDS

also REMOTE RECORDING

2082 N. Washington, Eldorado, AR 71730
(501) 862-0731

QOwner: David Feinberg

Studio Manager: David Feinbery

[4] ALTIM PROFESSIONAL SERVICES
also REMOTE RECORDING

P.O. Box 330271, Ft. Worth, TX 76163
(817) 346-1012

Owner: Tim Hood

Studio Manager: Larry Browrheld

[8) ALVERA

also REMOTE RECORDING

402 S. Broadway, Skiatook, OK 74070
(918) 396-1333

Owner: Al Clauser

Studio Manager: Al Clauser

[8) ARARAT SOUND PRODUCTIONS
also REMOTE RECORDING

13206 Joliet, Houston, TX 77015
(713) 455-2576

Owner: David Forbus

Studio Manager: David Forbus

{8] ARTRONIX

only REMOTE RECORDING

7544 N. 28th Dr., Phoenix, AZ 85051
(602) 864-9761

Owner: Darrell Demarco

Studio Manager: Darrell Demarco
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[8] ATTIC STUDIOS

Star Route Box 87, Clovis, NM 88101
(505) 763-5663

Owner: Gary L. Martin

Studio Manager: Katy Jones

[8) AUDIO CONCEPTS RECORDING COMPANY
P.O. Box 1206, Elk City, OK 73644

(405) 243-0557

Owner: Gregory D. and June Pendleton

Studio Manager: Gregory D. Pendleton

(8] AUDIO-TECH

also REMOTE RECORDING

1708 Central S.E.,, Albuquerque, NM 87106
(505) 842-5989

QOwner: Doug Blakely

Studio Manager: Doug Blakely

(4] AUDIO GENICS

also REMOTE RECORDING
Box 141325, Dallas, TX 75214
(214) 634-2024

Owner: Rick Peeples

Studio Manager: Rick Peeples

i8] AUDIOVISUAL CENTER SOUND STUDIO
also REMOTE RECORDING

Oklahoma State University, Stillwater, OK 74078
(405) 624-7236

Owner: Oklahoma State University

Studio Manager: Jerry D. Harris

[8) AUSTIN CUSTOM RECORDING
also REMOTE RECORDING

4922 Burnet Rd., Austin, TX 78756
(512) 452-6441, 452-5050

Owner: Scott Ross

Studio Manager: Scott Ross

(8] AVALON SOUND RECORDING STUDIO

314 Valley Ridge Dr., P.O. Box 2691, Ft. Worth TX 76113
(817) 483-4722

Owner: David Hughes

Studio Manager: David Hughes

{8] AYER PLAY RECORDING & PRODUCTION
131 E. 57 St., Tulsa, OK 74105

(918) 749-9225

Owner: Chuck Ayers

Studio Manager: Chuck Ayers

[8] BAND FACTORY

also REMOTE RECORDING

1414 W. Rosedale, Ft. Worth, TX 76104
(817)877-3391

Owner: Edward R. Stradley

Studio Manager: Edward R. Stradley

(8) BILINGUAL JINGLES REC. STUDIO
5604 Drake N.W, Albuquerque, NM 87114
(505) 898-6761

Owner: Fred & Tere Baca

Studio Manager: Fred & Tere Baca

[8] BOSS MOSS PRODUCTIONS

1720 W. Clarendon, Phoenix, AZ 85015
(602) 279-4160

Owner: Tom Mossburg

Studio Manager: Randee Mossburg

(8] BPL'S BANJO BRASS STUDIO
also REMOTE RECORDING

8088 N. 15th Ave., Phoenix, AZ 85021
(602) 870-0351

Owner: Bruce P. Leland

Studio Manager: Bruce P. Leland

(4) BRANDY/SWANN PRODUCTIONS

also REMOTE RECORDING

2609 River Hills Circle Ste. 1515, Arlington, TX 76006
(817) 461-1691

Owner: Randy D Bryant

Studio Manager: Randy D Bryant

(8] BROOKSHIRE SOUND

3839 Maple, Odessa, TX 79762
(915) 362-8777

Owner: Gary Brookshire

Studio Manager: Gary Brookshire

[8] BUNS-UP STUDIO

also REMOTE RECORDING
Box 2393, Page, AZ 86040
(602) 645-9300

Owner: Jerry Edwards

Studio Manager: Jerry Edwards

(8) CALVARY RECORDINGS
Rt. 1 Box 11, Weslaco, TX 78596
Owner: Ennque Garza

Studio Manager: Elias Garza

[8] CARUMBO RECORDING

1301 Magnolia St,, Norman, OK 73072
(405) 329-176S

Owner: Michael McCarty

Studio Manager: Michael McCarty

[8] CEDAR CREST STUDIO

also REMOTE RECORDING

P.O. Box 28, Mountain Home, AR 72653
(501) 425-9377

Owner: Bob Ketchum

Studio Manager: Susan Ketchum

[8} CENTER STAGE PRODUCTIONS
also REMOTE RECORDING

301 Linda, Burleson, TX 76028
(817) 295-7654

Owner: Wes and Debra Redden
Studio Manager: Wes Redden

[8) CHANNEL 8

15350 Peachmeadow, Channelview, TX 77530
(713) 452-7477

QOwner: Noris Enterprises

Studio Manager: Butord Nons

(8] CHATEAU PRODUCTIONS

P.O. Box 13802, Arlington, TX 76013
(817) 261-5097

Owner: Jeft G. Peters

(8] CREATIVE AUDIO PRODUCTIONS
326 Santa Isabel Blvd., Laguna Vista
Port Isabel, TX 78578

(512) 943-6278

Owner: Ben McCampbell

Studio Manager: Ben McCampbel
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[8] CRYSTAL RECORDING STUDIOS

P.O. Box 733 #19 Tanglewood, Bryant, AR 72022
(501) 847-8215

Owner: Ray Brooks

Studio Manager: Ray Brooks

[8) THE DEMO STUDIO

555 Cicero, San Antonio, TX 78218
(512) 656-1382

Owner: im Waller

Studio Manager: Jim Waller

. [8) DINOSAUR TRACKS
also REMOTE RECORDING
Rt. 4 Box 706, Flagstaff, AZ 86001
(602) 774-0474
Owner: Dan Costello

[8] EAR LEVEL RECORDING

14214 N. 42nd Ave., Phoenix, AZ 85023
(602) 978-3234

Owner: Kyle Earle

Studio Manager: Kyle Earle and Ric Robertson

[8] EIGHTRAX

also REMOTE RECORDING

1441 E. Edgemont, Phoenix, AZ 85006
(602) 266-5513

Owner: Sam Esparza

Studio Manager: Sam Esparza

{4) FIMECO STUDIOS

also REMOTE RECORDING
P.O. 43543, Tucson, AZ 85733
(602) 881-2073

Owner: Jeft Robins

Studio Manager: Jeif Robins

[8) FIRST VIDEO PRODUCTIONS

also REMOTE RECORDING

4235 Centergate, San Antonio, TX 78217
(512) 655-1111

Owner: Odey Crabtree

Studio Manager: Manuel Corales

(8] FOXFIRE STUDIOS

1220 Cedarbrook, Lancaster, TX 75146
(214) 2272727

Owner: Keith Croxton

Studio Manager: Dennis Armstrong

[4] G & E STUDIOS

2901 Tower Dr., Marshall, TX 75670
(214) 938-2081

Owner: Eddie Hobbs

Studio Manager: Eddie Hobbs

[8] G.O.D.T.E.L. PRODUCTIONS (GP STUDIO)

also REMOTE RECORDING

330E. Main St.,, P.O. Box 604, Nacogdoches, TX 75963
(409) 560-4282

Owner: Brother June Gentry

Studio Manager: Rick Smith

[4) GOLD LENA SOUND PRODUCTION
also REMOTE RECORDING

P.O. Box 555, Monticello, AR 71655

(501) 367-2630

Owner: Jimmy D. Orrell, Don Orrell

Studio Manager: immy D. Orrell, Don Orrell

[8] GOOD SOUND SERVICES

also REMOTE RECORDING

8918 Bissonnet St. Ste. 406, Houston, TX 77074
(713) 988-5750

Owner: Alan W. Clarke

Studio Manager: Alan W. Clarke

[8] BOB GREEN PRODUCTIONS, INC.
also REMOTE RECORDING

7950 Westglen, Houston, TX 77063
(713)977-1334

Owner: Bob Green

Studio Manager: Marylin Fee

[8) HEADROOM AUDIO PRODUCTIONS
only REMOTE RECORDING

1710 E. Missouri St., Tucson, AZ 85714
(602) 889.4759

Owner: R.D. McIntyre

Studio Manager: R.D. Mcintyre
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[8] HEAVENLY SOUND PRODUCTIONS

also REMOTE RECORDING

3300 W. Camelback Rd. Ste. 252, Phoenix, AZ 85061
(602) 973.9941

Owner: Rex Myers

Studio Manager: Rex Myers

[8) HIDDEN FOREST STUDIOS

also REMOTE RECORDING

421 Hidden Forest North, Longview, TX 75605
(214) 663-1817

Owner: Gary and Pam Boren

Studio Manager: Gary Boren

[8] HIS PLACE RECORDING STUDIO
9301 Meldrum, Houston, TX 77075
(713) 946-6690

Owner: Bruce Cole

Studio Manager: Bruce Cole

[4] HORIZON STUDIOS

also REMOTE RECORDING

1913 W. Easton P, Tulsa, OK 74127

(918) 587-7522, 749-4155

Owner: Larry Baker and Ray Shank

Studio Manager: Larry Baker and Ray Shank

[8) IHAD STUDIOS/IDA PRODUCTIONS
also REMOTE RECORDING

419 Willard Ste. 2, Houston, TX 77006
(713) 529-0039

Owner: Harry Leverette

Studio Manager: Harry Leverette

[2] JR PRODUCTIONS

Ste G-7 2551 S. Texas Ave., College Station, TX 77840
(409) 696-8822

Owner: Jeft Cowan

Studio Manager: Jeff Cowan

[8]) JUNIPER PRODUCTIONS

2726 E. Juniper, Phoenix, AZ 85032
(602) 867-7354

Owner: John Benson

Studio Manager: John Benson

(8] JUS-FRESH STUDIO

1106 Brenford, Houston, TX 77047
(713) 433-1276

Owner: Clay V. James

Studio Manager: Dell Thomas

(2) KASK-FM

also REMOTE RECORDING

120 1st National Tower, Las Cruces, NM 88001
(505) 522-8829

Owner: Doug Matthews

Studio Manager: Lisa Hardesty

[4] KBE/FIREHAZARD

also REMOTE RECORDING
S800 Eubank Blvd. N.E. Ste 2533
Albuquerque, NM 87111

(5085) 292.3225

Owner: Karl Baehr

Studio Manager: Karl Baehr

[8) KKBQ RADIO

11 Greenway Plaza Ste. 2022, Houston, TX 77046
(713) 961-0093

Owner: Gannett Broadcasting of Texas

Studio Manager: Christopher Jensen

[4) KPLX-KLIF

411 Ryan Plaza Dr,, Arlington, TX 76011
(817) 461-0995

Owner: Susquehanna Broadcasting
Studio Manager: Norman Philips

(8] LAMBCHOPS

also REMOTE RECORDING

323 W. McDowell, Phoenix, AZ 85003
(602) 254-3849

Owner: Rick Lamb

Studio Manager: Shelley Standing

[8] LAZER PRODUCTIONS
2518 Rolling Hills Dr., Greenville, TX 75401
(214) 454-7334

Owner: Sam Loy

Studio Manager: Sam Loy

Engineers: Sam Loy, Jim McMeans.

Dimensions of Studios: 16 x 20.

Dimensions of Control Rooms: 16 x 20.

Tape Recorders: Tascam Model 38, 8-track; Tascam Model
32, 2-track; Nakamichi MR-1, cassetie.

Mixing Consoles: Tascam M-308, 8 x 4 x 2; various
submixers

Monitor Amplifiers: Crown MT-600.

Monitor Speakers: UREI 809 Time Ahgned.

Echo, Reverb & Delay Systems: Lexicon PCM70, Lexi
con PCM41, ST Sound REV-2, Roland SDE-1000

Other Outboard Equipment: LT Sound comp/ limit/exp.
CLX-2, LT Sound parametric EQ, IBM PC, Tascam MH-40,
DX-40 NR, Pro-Co Direct, (3) PB-32, Crown PH-4.
Microphones: Toa K-4, (2) E-V PL20, (2) Audio-Technica
ATM:11, Beyer M-500, Shure SM57, PZM 31S.
Instruments Available: LinnDrum, Roland TR-909, Ro-
land JX-3P, Tobias Signature bass, Gallien Krueger 400
RB, Fender Equire Strat, Yameha classical, Ibanez AS2000,
Dean Markley Signature 120, Baldwin Acrosonic.

Video Equipment & Services: %-inch Panasonic NV
9500 editor/recorder, JVC KY2000 color video camera,
Sony Trinitron monitor, Sony SL-HFS50 Beta, Canon VR-
HF600 VHS.

Rates: $25 to $65, depending on project.

[8) LONG CANYON SOUND

7415 Long Canyon Tr., Dallas, TX 75249
(214) 298-2973

Owner: Ron Walthall

Studio Manager: Ron Walthall

(8] MASTER-TRAK RECORDING STUDIO
also REMOTE RECORDING

220 N. Muskogee Ave., Tahlequah, OK 74464
(918) 456-3221

Owner: Bob Mariin, Glenn Stepp

Studio Manager: Bob Martin

[4) MEDIA SERVICES VIDEO/AUDIO STUDIO
Southwest Texas State University

San Marcos, TX 78666

(512) 245-2398

Owner: Southwest Texas State University

Studio Manager: Bill Jennings

[8) MEDIA SOUND

also REMOTE RECORDING

6448 Hwy. 290 E. Ste. D-109, Austin, TX 78723
Owner: Glenn Wolte

[8] MIX MEDIA PRODUCTIONS

7628 Mabelvale Dike, Little Rock, AR 72209
(501) 565-5632

Owner: Joe Gillespie, Randy Gillespie

Studio Manager: Joe Gillespie

[8) MONKEY ISLAND RECORDING
also REMOTE RECORDING

Rt 3 Box 1625, Afton, OK 74331
(918) 257-5842, 257-4763

Owner: Ace and Carolyn Moreland
Studio Manager: Ace Moreland

[8) MUSIC LANE RECORDING

also REMOTE RECORDING

Austin Opera House, P.O. Box 3829, Austin, TX 78764
(512) 447-3988

Owner: Wayne Gathright

Studio Manager: Wayne Gathright

[4] THE MUSIK FAKTORY

1812 Procter St., Port Arthur, TX 77640
(409) 982-7121

Owner: Lois & Floyd Badeaux

Studio Manager: Floyd Badeaux

(4] NESMAN STUDIOS

also REMOTE RECORDING

3108 York Ave., Wichita Falls, TX 76309
(817) 696-1629

Owner: Lewis Nesman

Studio Manager: Sally Nesman

[8] NESTONE STUDIO

6801 N. 30th Dr., Phoenix, AZ 85017
(602) 433-2923

Owner: Joe "Crow” Corrao

Studio Manager: Joe "Crow" Corrao
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[8] NORWEGIAN WOOD STUDIOS
also REMOTE RECORDING

P.O. Box 110, Arroyo Seco, NM 87514
(505) 776-8242

Owner: Morten Nilssen

Studio Manager: Morten Nilssen

[8] O B STUDIOS

also REMOTE RECORDING

5932 N. Grove, Oklahoma City, OK 73122
(405) 721-3727

Owner: Larry G. O'Rear

Studio Manager: Larry G. O'Rear

[8] OAKRIDGE MUSIC RECORDING SERVICE
2001 Elton Rd., Haltom City, Ft. Worth, TX 76117
(817) 838-8001

Owner: Homer Sewell

Studio Manager: Homer Sewell

[4] ON-SITE RECORDING

also REMOTE RECORDING

1555-B Latrium Pl., Arlington, TX 76010
(817) 275-4253

Owner: Gary D. Ballard

Studio Manager: Gary D. Ballard

[8] OPUS ONE

only REMOTE RECORDING

Box 3341, Fayetteville, AR 72702
(501) 521-OPUS

Owner: Richard Rew

Studio Manager: Kim Martin

[8] ORANGEWOOD RECORDING
2626 N. Horne, Mesa, AZ 85203
(602) 835-7605

Owner: Moms Coleman

Studio Manager: Mike Coleman

[8] PARALLEL IMAGES LTD.

also REMOTE RECORDING

15215 Berry Trail #706, Dallas, TX 75248
(214) 490-3613

Owner: John L. Hurd

Studio Manager: John L. Hurd

[8] PARHAM SOUND STUDIO

Rt. 3 Box 243-B, Stephenville, TX 76401
(817) 965-4132

Owner: Carroll Parham

Studio Manager: Carroll Parham

[8] PARROT TRACKS STUDIO

5201 Meadow Creek Dr., Austin, TX 78745
(512) 441-4314

Owner: George Coyne

Studio Manager: George Coyne

[8] PEAK RECORDING STUDIO
42 Caddo Peak, Joshua, TX 76058
(817) 645-8385

Owner: Yvonne Mann

Studio Manager: Gary Mann

[4] PHANTOM PRODUCTIONS/HSC
also REMOTE RECORDING

P.O. Box 4870, Austin, TX 78765
(512) 288-1044

Owner: Martin Theophilus

Studio Manager: Chns Theophilus

[8] PLA-BACK RECORDING

2404 Salerno Dr., Dallas, TX 75224
(214) 942-1387

Owner: Lew Blackburn

Studio Manager: Lew Blackburn

[8] PLANET DALLAS STUDIO

3515 Dickason, Dallas, TX 75219

(214) 521-2216

Owner: Richard B. Rooney

Studio Manager: Leesa R Bowman

Engineers: Rick Rooney, Leesa Bowman

Dimensions of Studios: Two rooms 20 x 20
Dimensions of Control Rooms: 10 x 20.

Tape Recorders: Tascam 38, B-track; Tascam 32, 2-track;
Tascam 42, 2-track; Tascam (2) 122, cassette decks
Mixing Consoles: Yamaha RM1608 16 x 8.

Monitor Amplifiers: Yamaha PC2002, Crown DC300A
Nikko Alpha 130.

Monitor Speakers: Altec 604-Es, Auratones

Echo, Reverb & Delay Systems: Yamaha REV7 reverb,
Lexicon PCM60 digital reverb, Lexicom Prime Time, Delta
Lab DL-4 DDL.

Other Outboard Equipment: Orban 622B stereo para
metnic EQ, Biamp 210 stereo EQ, Dietz parametnic EQ,
UREI 1176LN compressor limiters, Dyna-Mite Valley Peo-
ple stereo noise gates, dbx 160X compressor/limiter, Tas-
cam DX40 noise reduction

Microphones: Neumann 87, Sennheiser 421, Sennheiser
441, AKG 414, AKG C460B, AKG D-12E, Beyer 500,
Shure SM57, E.V DS-35

Instruments Available: Baldwin Acrosound pano, Ya
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SOUTHWEST

4 &8 TRACK

maha Recording Series 8-piece drum set w/cymbals and
snare, Oberheim DMX drum machine, Simmons SDS7
electronic drums, Rockman X100 guitar preamp.

Rates: $25/hr.

[8] PM SOUND PRODUCTIONS
also REMOTE RECORDING

Rt. S Box 612, Orange, TX 77630
(409) 886-3891

Owner: Ben Meadows, Jerry Parris
Studio Manager: Jerry Parris

[8] POSTING BROTHERS STUDIOS
6800 Gateway E. #5, El Paso, TX 79915
(91S) 775-1401

Owner: P. Newell and B. Maytield

Studio Manager: John A. Weitz

{4] PRESIDIO FILM GROUP

only REMOTE RECORDING

P.O. Box 27790, Tucson, AZ 85726
(602) 884-6976

Owner: David Wing

Studio Manager: Cynthia Wing

{4] THE PRODUCERS STUDIO

also REMOTE RECORDING

1909 Abrams Parkway, Dallas, TX 75214
(214) 823.-7137

Owner: Dave Yonley

Studio Manager: Dave Yonley

[8] THE PRODUCTION CO

also REMOTE RECORDING

510 N. Mt. Olive, Siloam Springs, AR 72761
(501) 524-4626

Owner: Ken Flory

Studio Manager: Ken Flory

[8] R. HAMP STUDIO & LOST PERSON PROD.
also REMOTE RECORDING

2102 Bayou Dr., Lake Jackson, TX 77566

(409) 798-5462

Owner: Gregory Richard Leach

Studio Manager: Chuck Baiczo and Cory Heckler

{8] RAGUSE RECORDING CO.
(EVOLUTION STUDIO)

Box 470507, Tulsa, OK 74147
(918) 250-9749

Owner: Craig and JoAnn Raguse
Studio Manager: JoAnn Raguse

[8] REED STREET STUDIO

also REMOTE RECORDING

6707 Willamette Dr., Austin, TX 78723
(512) 926-6222

Owner: Kenneth Epstein

Studio Manager: Kenneth Epstein

[8] ROCK CLIFF AUDIO

2764 lvandell, Dallas, TX 75211
(214) 337-0227

Owner: Michael Andrew

Studio Manager: Michael Andrew

[8] R.OK. STUDIO

also REMOTE RECORDING

Rt. 1 Box 144G, Gladewater, TX 75647
(214) 984-4146

Owner: Denms McDonald

Studio Manager: Ken Tolbert, J.R. Johnson

[8]J. ROX RECORDING STUDIO

1407 E. Golfcourse Rd., Midland, TX 79705
(915) 685-0675

Owner: Sinngo Ray aka Sidney C. Jackson
Studio Manager: Mr. ].

[8) SALT RECORDING

P.O. Box 3041, McAllen, TX 78502
(512) 631-9170

Owner: Micriel

Studio Manager: Sonny Salinas

[8] SCRATCH AN SNIFF STUDIO

also REMOTE RECORDING

200 Timbercreek Ste. 705, Richwood, TX 77531
(409) 265-1127

Owner: Chas. F. Balczo

Studio Manager: Chas. F. Balczo, Cory Heckler, Greg
Leach

[8] SEASHELL SOUND STUDIOS
Tempe, AZ 85283

(602) 820-8413

Owner: Karl Miller

Studio Manager: Karl Miller

[4] SELLERS COMPANY

Box 1087, Van Alstyne, TX 75095
(214) 482.5110

Owner: Jack Sellers

Studio Manager: Jack Sellers

[8] DAN SESSIONS PRODUCTIONS, INC.
also REMOTE RECORDING

202 Knox St. Ste. D, Houston, TX 77007
(713) 863-0056

Owner: Dan Sessions

Studio Manager: Dan Sessions

(4] SNOWBIRD JUNCTION RECORDING STUDIO
only REMOTE RECORDING

4423 N. 23rd Ave. #A, Phoenix, AZ 85015

(602) 265-6663

Owner: Mike and Tina Craig

Studio Manager: Mike Craig

{8] SOUND CUBE STUDIOS

401 Willow Dr., Converse, TX 78109

(512) 658-4172

Owner: Ronald Thomas

Studio Manager: Ronald Thomas, Jeft Gesch

[4) SOUND IDEA PRODUCTIONS
also REMOTE RECORDING

1620 W. Surrey, Phoenix, AZ 85029
(602) 942-7363

Owner: James G.G. Larson

Studio Manager: James G.G. Larson

[8) SOUTHERN RECORDING & PHOTOGRAPHY
also REMOTE RECORDING

56 E. 53rd P1,, Tulsa, OK 74105

(918) 747-7380

Owner: John Southern

Studio Manager: John Southern

[8) STELLAR WINDS STUDIO

also REMOTE RECORDING

2501 Sublett Rd. #995, Arlington, TX 76017
(817) 465-4780

Owner: Joe and Mira Shaw

Studio Manager: Joe E. Shaw

[8] STUDIO B, INC.

also REMOTE RECORDING
3405 Mercer, Houston, TX 77027
(713) 622-1948

Owner: Mike Scott

Studio Manager: Mike Scott

[8] STUDIO 10

84112 Rannie #10, Houston, TX 77080
(713) 462-9375

Owner: R.W Boyd, D. Allen

Studio Manager: T. Kerley

[8] STUDIO WORKS

also REMOTE RECORDING

2058 Western Village, Houston, TX 77043
(713) 461-1961

Owner: Danny Erdeljac

Studio Manager: Danny Erdeljac

[8) TALLY-HO PRODUCTIONS

107 E. Fairlane Dr., Longview, TX 75604
(214) 759-6799

Owner: Walt Tally

Studio Manager: Walt Tally

[8] TANDEN PRODUCTIONS

P.O. Box 382, Gainesville, TX 76240
(817) 665-6756

Owner: Bobby Dennis

Studio Manager: Bobby Dennis
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[8) TEMPEST RECORDING

also REMOTE RECORDING

P.O. Box 1007, Tempe, AZ 85281

(602) 968-9506

Owner: Andy Baade, Clarke Rigsby

Studio Manager: Andy Baade, Clarke Rigsby

[4) TORNADO MAGNETICS

5739 Belmont Ave., Dallas, TX 75206
Owner: Steve Powell

Studio Manager: Steve Powell

[8) TRASH BAGGS

12 Walnut Hill Rd,, Flint, TX 75762
Owner: John Lasater

Studio Manager: Shannon Lasater

[8] TSB RECORDING

3013 Fountain View #210, Houston, TX 77057
(713) 974-7481

Studio Manager: Tom Wollenberger

[8) TURN AROUND SOUND

also REMOTE RECORDING

P.O. Box 5923, Norman, OK 73070
(405) 366-1948

Owner: Edward Barrett

Studio Manager: Edward Barrett

[8) THE 25TH TRACK

also REMOTE RECORDING

309 E. Vicksburg, Broken Arrow, OK 74011
(918) 455-2459

Owner: Walt Bowers

Studio Manager: Walt Bowers

[8) TWIN PALMS RECORDING STUDIO
8814 Reamer St., Houston, TX 77074
(713) 7711877

Owner: Russell Lewandowski

Studio Manager: Russell Lewandowski

[8) UNREEL RECORDERS

also REMOTE RECORDING

P.O. Box 426, Decatur, TX 76234

(817) 627-6841

Owner: Barry Eaton, Kenneth Wilson

Studio Manager: Barry Eaton, Kenneth Wilson

[4) VOICEOVER STUDIOS

8625 King George Dr. Ste. #335C, Dallas, TX 75235
(214) 688-0600

Owner: Chuck Webster

Studio Manager: Wanda Webster

[8] WEE NEVER QUIT MUSIC

1817 N. 15th, Broken Arrow, OK 74012
(918) 355-2144

Owner: Jack Brady

Studio Manager: Jack Brady

[8) WHITE ROSE STUDIO

also REMOTE RECORDING

1901 Crested Butte, Edmond, OK 73034
(405) 282-2729

Owner: Craig White

Studio Manager: Scott Minor

[8) WING AND A PRAYER MUSIC
also REMOTE RECORDING

1200 S. Gary, Monahans, TX 79756
(915) 943-6524

Owner: Walter L. Black

Studio Manager: Walter L. Black

[8) DANA WOODS RECORDING

P.O. Box 2509, Nacogdoches, TX 75963
(409) 569-1485

Owner: Dana Woods

Studio Manager: Robbie Lee

[4) WORLD RADIO NETWORK
P.O. Box 3333, McAllen, TX 78520
(512) 787-9700

Owner: World Radio Network

Studio Manager: Kent Abendroth

[4) XAVIETRONIX

5§55 E. Garcia, Santa Fe, NM 87501
(505) 983-7217 |,

Owner: Frank X. Cordero

Studio Manager: Pix Aranda

JULY 1986

DREAM STUDIOS BECOME REALITY

FILAMENT
PRO AUDIO

143 E. ARROW HIGHWAY, SAN DIMAS, CA 91773
714-592-2848 818-339-0081

Circle #113 on Reader Service Card

“"" A CASSETTE LIKE THIS
CAN'T BE DUPLICATED

 ANYWHERE.

L. - p— A

AND HERE'S WHY:

Sound Recorder's state of the art duplication with
Studer mastering.

In house labeling and direct to cassette printing.

* 40 years expericnce in the business. SDUND
Py — sound R d - RECDRDERS, INC.
* But J n Sound Recorders ¢
ut here’s the real reason Sou ecorders can 4031 Guadalupe

copied anywhbere: SERVICE. Each order, whether
it's for 100 or 100,000 cassettes, is personally
handled by owner Miles Muller or production
manager Tim Doot. We stay on the job and in touch
with you until your order is sealed and delivered.

Austin, TX. 78751

512-454-8324

Hands on service. On our cassettes it's a difference you can plainly hear.

Circle #114 an Reader Service Card
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[16] ACTION SOUND STUDIO

also REMOTE RECORDING

Rt. 2 Box 213, Wimberley, TX 78676
(512) 847-3853

Owner: Marc Kingston

Studio Manager: Skyvan Kingsion

[16] APRIL RECORDING STUDIOS/PRODUCTIONS
also REMOTE RECORDING

827 Brazil P, El Paso, TX 79903

(915) 772-7858, 565-4692

Owner: Harvey Marcus

Studio Manager: Del Marcus

Engineers: Harvey Marcus

Dimensions of Studios: Main room: 10 x 18 x 9, 1solation
vocal booth-4 x 7 x 9

Dimensions of Control Rooms: 6 x 7x 9

Tape Recorders: Tascam/TEAC MS16, 16-track; Tascam/
TEAC 80-8, 8-track; Dokorder 7140, 4-track; MCS 3551
cassette

Mixing Consoles: Peavey MC-12, 12 x 2 x 1; Peavey
MK-V, 24x4x1

Monitor Amplifiers: Peavey CS-800

Monitor Speakers: Peavey SP-3, ESS Performance Series
monitors

Echo, Reverb & Delay Systems: Roland SRE-555 Chor
us/Echo.

Other Qutboard Equipment: MXR dual 7/ octave EQ
dbx 150, dbx DX-8, Tascam VS-88 speed control
Microphones: Entire Shure line available

Instruments Available: ARP OMNI 1, Fender Rhodes
Mark-1 Stage 88, Yamaha MR-10 drum machine

Rates: $10 for 2-track, $25 for 4 track, and $50 for 8
16-track recording

[16] ARCA (AUDIO RECORDING CORP. OF
ARKANSAS, INC.)

100 N. Rodney Parham Rd., PO Box 5686
Little Rock, AR 72215

(501) 224-1111

Owner: Dick Marendt, Clyde Smider

Studio Manager: Clyde Snider

[16] ARIAS RECORDING INC

also REMOTE RECORDING

1970 N. Hartford St. Un. 82, Chandler, AZ 85224
(602) 899-3316

Owner: Marty Zachanas

Studio Manager: lan Zachanas
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AUSTIN'S RIVERSIDE SOUND
Austin, TX

[16) AUSTIN'S RIVERSIDE SOUND

also REMOTE RECORDING

7617-A East Riverside Dr., Austin, TX 78744

P.O. Box 33207, Austin, TX 78744

(512) 385-4060

Owner: Herschel E. Cunningham, Richard Mullen, Bill
Johnson

Studio Manager: Herschel Cunningham

Engineers: Richard Mullen, Layton DePenning, Eddie Ha

bib, Andy Salmon, Bill Johnson

Dimensions of Studios: Main cutting room 30 x 40; hive
corndor 30 x 30 (30-f1. ceiling); live sound room 14 x 30

Dimensions of Control Rooms: 15 x 20

Tape Recorders: MCIJH-24-16, 16-track; MCI1JH-110B-14

2. 2-track. Sony PCM-701. 2-track digital

Mixing Consoles: Ramsa WR-8816 16 x 16

Monitor Amplifiers: Crest Biamp

Monitor Speakers: E-V Sentry 500, Yamaha NS-10M, ]BL
4311

Echo, Reverb & Delay Systems: Lexicon 224, MXR dig1

tal delay

Other Outboard Equipment: Dyna-Mite noise gates, EXR
Exciter, dbx compressor and de-essers, (2) URE] 530, (3)
UREL 535, (2) UREI 1176LN peak limiter, LA 4 UREl com

pressor, {2) parametnc EQ.

Microphones: Neumann U87, U47; AKG 414; Sennheiser
421 E-VRE20; Shure SM81, SM57; Beyer M88, 201; AKG
451; Countryman; Shure SM SB

Instruments Available: Yamaha acoustc grand piano,

Hammond organ w/Lesiie, otherinstruments available for
rental
Rates: Available upon request {(call. ask for Herschel)

[16] BT PRODUCTIONS

also REMOTE RECORDING
S5807-F S. Garnett, Tulsa, OK 74146
(918) 252-4779

Owner: Bret Teegarden

Studio Manager: Beth Teegarden

[16) C AND L PRODUCTIONS
1511 N. 11th, Lamesa, TX 79331
(806) 872-7933

Owner: Collin and Lyle Roberts
Studio Manager: Collin Roberts

[16] COMMUNITY VIDEO SERVICES
also REMOTE RECORDING

4500 W. Davis St., Dallas, TX 75211
(214) 263-8485

Owner: CCSD

Studio Manager: Tom Matasso

COPESETIC SOUNDS
Midwest City, OK

[16) COPESETIC SOUNDS

403 E. Kerr, Midwest City, OK 73110

(405) 737-7024

Owner: Dave Copenhaver

Studio Manager: Lisa Copenhaver

Engineers: Dave Copenhaver

Dimensions of Studios: 15 x 9

Dimensions of Control Rooms: 6 x 9

Tape Recorders: Fostex B16D, 16 track: TEAC 3340. 4
track. Pioneer cassette; Technics cassette

Mixing Consoles: Tascam M-35 w/EX, 16 input; Peavey
Mark I, 12 input

Monitor Amplifiers: Mcintosh 190

Monitor Speakers: ]BL, Auratone

Echo, Reverb & Delay Systems: Fostex 3180, Ibanez HD
1500, Boss DM-2, Yamaha SPX 90

Other Outboard Equipment: MXR dual limiter, BSR
graphic EQ, Boss Play Bus

Microphones: Shure SM57, Sennheiser 441
Instruments Available: Fender and Alembicbasses, Gib
son Fender guitars, LinnDrum, DX7, Wurhtzer piano, ARP
strings, Ovation guitar, Drumulator, Mesa Boogie amp
Video Equipment & Services: Hitachi portable VHS
Rates: $20/hr

[16] MIKE DE LEON PRODUCTIONS
14146 Woodstream, San Antonio, TX 78231
(512) 492.0613

Owner: Mike De Leon

Studio Manager: Mike De Leon

[16] THE DEMO SHOP/

ALLEN DAVID SCHRAM MUSIC CO
also REMOTE RECORDING

1505 Ronne, Irving, TX 75061

(214) 790-8700

Owner: Allen David Schram

Studio Manager: Allen David Schram

[16] ECR SOUND STUDIOS

also REMOTE RECORDING

4048 Summerhill Sq, Texarkana, TX 75503
(214) 793-1486

MIX VOL. 10, NO. 7




Owner: Eddie Bell
Studio Manager: Eddie Bell

{16] FISH STUDIO

P.O. Box 1, Austin, TX 78767
(512) 476-7596

Owner: John Fish

Studio Manager: John Fish

[16] GABRIEL ENG/

ARIZONA REMOTE RECORDERS
also REMOTE RECORDING

833 W. Main St., Mesa, AZ 85201
(602) 969-8663

Owner: Brent Gabrielsen

Studio Manager: Chet Kendnck

[16]) GOOD VIBRATIONS

11410 Harry Hines #6, Dallas, TX 75229
(214) 247-1537

Owner: imi Cleek, Ken Hergenraider
Studio Manager: Tommy Stewart

[16]) DUBBY HANKINS STUDIO

also REMOTE RECORDING

P.O. Box 16762, San Antonio, TX 78216
(512) 492-2011

Owner: Dubby Hankins

Studio Manager: Dubby Hankins

[16] HONEYBEE RECORDING STUDIO
417 E. Crosstimbers, Houston, TX 77022
(713) 694-2971

Owner: Freddie Kober

Studio Manager: Clauda Kober

[16] HOUSTON SOUND PRODUCTIONS

also REMOTE RECORDING

15519 Meadow Village, Houston, TX 77095
(713) 550-1710

Owner: Douglas L. Mornson, Gregory L. Mornson
Studio Manager: Douglas Mornson

[16] ITTI STUDIOS

also REMOTE RECORDING

4305-A South Mingo, Tulsa, OK 74146
(918) 663-7700

Owner: Mendith R. (Sonny) Gray

Studio Manager: Judy A Pendergrass

[16] KEYLIGHT RECORDING STUDIO
also REMOTE RECORDING

6608 Krollton Dr., Austin, TX 78745
(512) 441.5527

Owner: David Johnson

Studio Manager: David Johnson

[16) LAKE SOUND

Rt. 2 Box 552, Roanoke, TX 76262
(817) 431.1405

Owner: Rex A Lake

Studio Manager: Rex A. Lake

[16] LINCOLN INSTITUTE

7622 Louetta, Spring, TX 77379
(713) 376-9679

Owner: Lincoln Foundation
Studio Manager: ].E Lincoln

[16] LITZMAN PRODUCTIONS

3712 Pictureline Dr., Dallas, TX 75233
(214) 331-2371

Owner: Terry Litzman

Studio Manager: Bob Shadix

{16) LONE STAR RECORDING

also REMOTE RECORDING

1204 N. Lamar, Austin, TX 78703

(512) 478-3141

Owner: Ed Guinn, Stan Coppinger

Studio Manager: Bill Anderson

Engineers: Joe Gracey, Randy Kirchhof, Jay Hudson, Stu
art Sullivan, Andy Murphy, Mark Tester

Tape Recorders: MCl JH24:16, 16-track; MCI JH-110B,
2-track; Sony PCM-701ES, 2-track; Tascam 38, 8-track;
Tascam 122, cassette, Nakamichi MR-2, cassette

Mixing Consoles: MC1 600, 16 x 16 x 2

Monitor Amplifiers: Mcintosh, NAD

Monitor Speakers: E-V Sentry 500, Tannoy NFM-8, Ya
maha NS-10M, AKG 141 headphones

JULY 1986

Echo, Reverb & Delay Systems: Lexicon 200, Lexicon
PCM70, Yamaha REV7, Lexicon Prime Time [l, Deltalab
Eitectron 11, Lexicon PCM41

Other Qutboard Equipment: Eventide H910, Aphex Aur
al Exaiter, Drawmer DS-201, Aphex EQF-2, Aphex CX-1
dbx 160X, Valley People 610, URE1535, Dyna-Mites, Draw
mer 1960 tube compressor. APl 550A, APl 525
Microphones: Neumann: U47; AKG: 414B, 460B, C451E;
E-V- PL-20; Sennheiser: 421; Shure: SM57; Couniryman
Isomax 11, D.I. box, AXE: DI-100; RCA. 77-DX
Instruments Available: Synclavier Il, Yamaha RX-11, Ya
maha grand piano.

Video Equipment & Services: Audio Kinetics Q.Lock
synchronizer, %-inch video, ¥2-inch Beta, audio sweeten
ing, SMPTE lock, post-production via Synclawer.

Rates: Call for rates.

[16) MARSOUND

915 N. Main, Tucson, AZ 85705

(602) 628-1554

Owner: Mike Reinhard

Studio Manager: Mike Reinhard

Engineers: Mike Reinhard, Pat Heimann

Dimensions of Studios: 27 x 42

Dimensions of Control Rooms: 12 x 20

Tape Recorders: Tascam 85-16-B, 16-track; Tascam 25-2,
2-track; Tascam A3340S, 4-track

Mixing Consoles: Tndent Series 65,32 x 8 x 16
Monitor Amplifiers: Hafler 500, Carver PM1.S
Monitor Speakers: Fostex RM 780s, IBL 4612s, IBL L100s.
Echo, Reverb & Delay Systems: ART DR-1, (2) DeltaLab
Acousticomputers.

Other Outboard Equipment: (2) Valley People 510s lim
iter/exp, Symetnx 525, E-V 2230 V/3 octave EQ
Microphones: Neumann, E-V, Shure, Beyer, Crown
Instruments Available: Yamaha 410 guitar amp, Hamil
ton upnght grand, Fisher space expander, Yamaha synthe
si1zers (prior notice).

Rates: 16-track $40/ hr.; 4-track $30/ hr. Block rates avail
able, please call

[16) PATRICK McGUIRE RECORDING

also REMOTE RECORDING

1402 Rockdale, Arlington, TX 76018

(817) 467-1852

QOwner: Roy B. Watson

Studio Manager: Patrick A. McGuire

Engineers: Patrick A. McGuire

Dimensions of Studios: 20 x 22.

Dimensions of Control Rooms: 10 x 12

Tape Recorders: Fostex B-16, 16-track; Fostex A-2, 2-track;
Tascam 122, 2-track

Mixing Consoles: Ramsa WR 8118, 18 x 4 w/18-track
momtoning

Monitor Amplifiers: Crown 150

Monitor Speakers: ]BL 4411 and Auratones

Echo, Reverb & Delay Systems: Art Ol A digital reverb
and DeltaLab 1024 digital delay.

Other Outboard Equipment: Tascam PE40 parametric
EQ. Aphex Type B Aural Exciter, dbx 160X comp./lim
Microphones: AKG 414 EBP48, AKG D12-E, AKG D1200,
(3) Audio Technica ATM 63, (2) Audio Technica ATM-11R,
(2) ATM.10R, E-V RE1l, (2) Crown PZM 30GP, Shure SM57
Instruments Available: Yamaha G-3 6-it. grand piano,
Yamaha DX7 synthesizer, famaha RX 11 digital drum synth,
Yamaha FG 335E electnc/acoustic guitar, Alembic bass
quitar.

Rates: $35/hr. plus tape

[16] MECA 3

Vicente Guerrero No. 608 2 do. Piso
Chihuahua, Mexico 31000
(0115214) 154749

Owner: Adolfo Trespalacios

Studio Manager: Adolfo Trespalacios

[16]) MESQUITE RECORDING STUDIO

3129 N. Hwy. 67 Ste. H-1, Mesquite, TX 75150
(214) 270-7453

Owner: Don McKmght

Studio Manager: Don McKnight

[16) MIRACLE RECORDING STUDIO
1514 Mercury Dr., Houston, TX 77029
(713) 673-6385

Owner: Pat Cusimano

Studio Manager: Ronn Russ

[16]) MUSHROOM STATION STUDIOS
also REMOTE RECORDING

1913 Hoskins, Houston, TX 77080
(713) 868.9724

Owner: ].C. Freeman

Studio Manager: ].C. Freeman
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DeWolfe Music Library, Inc
Call Collect
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25 West 45th Street

* New York, NY 10036 ‘
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(16] MUSIC MEDIA STUDIOS, INC.
8377 Westview, Houston, TX 77055
(713) 465-6563

Owner: Yves Vincent

Studio Manager: Yves Vincent

[16] NOMOUNTAIN RECORDING
also REMOTE RECORDING

P.O. Box 9866, Midland, TX 79708
(915) 682-9673

Owner: Nick Carlton, Diane Carlton
Studio Manager: Nick Carlton

OASIS PRODUCTIONS, INC.
Dallas, TX

[16] OASIS PRODUCTIONS, INC.

also REMOTE RECORDING

6124 Sherry Ln. #218B, Dallas, TX 75225

(214) 699-5282

Owner: Qasis Productions, Inc.

Studio Manager: Brad McQuiddy

Engineers: Brad McQuiddy

Tape Recorders: Studer A80, 16-track; Sony/MCI JH-
110C (with Y2-inch heads), 2-track; Sansu Tricode PCM
PC-X1 digital 2-track; TASCAM 122B, cassette; Nakamichi
BX-1, cassette.

Mixing Consoles: Soundcraft Producer Senes 1600 w/
patch bay, 24 x 16 x 8 x 2

Monitor Amplitiers: (2) Crown Micro-Tech 1000, Crown
D-150A

Monitor Speakers: Westlake BBSM-10s, Westlake BBSM-
6s, JBL 4312s, IBL 4401s, Yamaha NS-10s, Auratones.
Echo, Reverb & Delay Systems: Klark-Teknik DN 780
digital reverb, Lexicon PCM60, Lexicon Prime Time I,
Eventide H910 Harmonizer, ADA 1281, (2) DeltaLab Eftec-
tron 11 1024.

Other Outboard Equipment: Full dbx 900 series rack;
dbx comp./limiters: (2) 160X, 163, (2) 165A; (8) Valley
People Dyna-Mites; Teletromix LA-2A; URE] 1176 LN; Klark-
Teknik DN 360 and DN 332 EQs.

Microphones: Neumann: (2) UMS3, UMS54, (2) U87. 269,
U49, U47; AKG:(2)C-12,(2) 414, D12E, D521: Sennheiser
(4)MD421, MD441s; Shure SM57s, SM58s, SM54s, SM51s
Instruments Available: Steinway upnght plano; Ober-
heim OB-Xa; Yamaha: CX5M music computer, TX 816,
RX11 drum machine, QX1 sequencer, KX 88 MIDI key
board controller; LinnDrum; E mu SP-12; Roland 727 drum
machine and digital drum set; ].L. Cooper MIDI switcher.
Fender Strats and Teles (assorted years), Martin D-35
(1974), 00-18(1956); 1961 Gibson Les PaulJunior, 335, Les
Paul Custom, Barney Kessel; Yamaha bass. Amplfiers:
Mesa-Boogie w/Marshall cabinet; Fender Vibroverb, Band
master, Deluxe Reverb II; Brown Face Deluxe; Roland
JC120; Rockman X100 and Bass Rockman. Other instru
ments and amps available for rental

Rates: Please call for studio and rental rates

[16) OMEGA SOUND

1112 Garrison Ave., Ft. Smith, AR 72901
(501) 783-1131

Owner: Randy McFarland

Studio Manager: Randy McFarland

[16] ORIGINAL SOUNDS PRODUCTIONS
also REMOTE RECORDING

2016 S. Henney Rd., Choctaw, OK 73020
(405) 769-3726

Owner: Arthur J. Skidmore

Studio Manager: Arthur J. Skidmore

[16] POVERTY HILL RECORDING STUDIO
P.O. Box 805, Cedar Hill, TX 75104

(214) 775-2222

Owner: Mark Giles

Studio Manager: Mark Giles
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[16] POWER HOUSE SOUND

also REMOTE RECORDING

3318 Rockrill, Houston, TX 77045

(713) 433-5096

Owner: Lloyd E. Hughes

Studio Manager: Lloyd E. Hughes

Engineers: Harry Allen, Lloyd E. Hughes.

Dimensions of Studios: 20 x 20.

Dimensions of Control Rooms: 10 x 15

Tape Recorders: ACES TR 16, 16-track; TASCAM 32,
2-track; TEAC 33408, 4-track; TEAC A 3300SX, 2-track;
Sansui digital Tndcode PCM PC-X 1, 2-track; JVC KD AS,
cassette; JVC KD 77, cassette.

Mixing Consoles: Allen & Heath 1616 D 16 x 16; ACES
SM32x24x2

Monitor Amplitiers: (2) Crown D150, Crown D75, Edcor
Monitor Speakers: Fostex, ]BL. KEF, Auratones.

Echo, Reverb & Delay Systems: Deltalab 1024, Ibanez
DM 2000, Tapco 4400 reverb, Yamaha REV7.

Other Outboard Equipment: Aphex Aural Exciter type
B, (2) Ashly SC50. Ashly SC55

Microphones: Shure, Electro-Voice, Sennhesier, Sony,
AKG.

Instruments Available: Korg Poly 6, Yamaha DX7, Korg
DW-8000, Fender Rhodes, Oberheim Siretch, DX drum
machine, Yamaha CS15, five-piece Ludwig drum set, and
Ensonig Mirage, Commodore 128 computer, Syntech Stu-
dio | software.

Video Equipment & Services: Sony Beta and JVC Hi-ti
VHS

Rates: $35/hr.

{16) PRODIGAL SOUND

ailso REMOTE RECORDING

1510 Malone, Denton, TX 76201
(817) 566-5555

Owner: Greg Ellenwood

Studio Manager: David Rosenblad

(16]) THE PRODUCTION BLOCK
also REMOTE RECORDING
906 E. Sth, Austin, TX 78702
(512) 472-8975

Owner: Joel Block

Studio Manager: Bill Harwell

(16]) RAZZLE DAZZLE

also REMOTE RECORDING

5115 Glenn Dr., Amarillo, TX 79108
(806) 381-1404

Owner: Curtis and Dwight Marchbanks
Studio Manager: Larry A. Marchbanks

[16) ROULETTE MEDIA SERVICES
also REMOTE RECORDING

Box 2863, Odessa, TX 79760

(915) 333-4358

Owner: Jerry Sparks

Studio Manager: Hank A Thompson

[16) SOUND CONCEPTS

201 Cordoba Ct., Arlington, TX 76014

(817) 467-2280

Owner: Barry Dickey

Studio Manager: Barry Dickey, Pam Dickey
Engineers: Barry Dickey. Romulo Romo, Greg Brown,
various engineers.

Dimensions of Studios: 13 x 10

Dimensions of Control Rooms: 13 x 11 LEDE.

Tape Recorders: Tascam MS 16, 16-track, w/Tascam AQ
65 Autolocator; Tascam 52, 2-track; Concept ELC-I cas-
sette

Mixing Consoles: Tascam M-520, 20/16 x 8 x 2.
Monitor Amplifiers: Yamaha PC-500ZM, Yamaha P-2200,
Yamaha P-2200.

Monitor Speakers: ]BL-4411, Yamaha NS-10M.

SOUND CONCEPTS
Arlington, TX

Echo, Reverb & Delay Systems: Yamaha digital delay
D-1500, Yamaha REV7 digital reverb, Eventide Harmonizer
H-910

Other Qutboard Equipment: dbx 160X compressor/lim-
iters, OmniCraft GT-4 A noise gates, Yamaha Q 1027 EQs,
LinnDrum

Microphones: AKG C414EB-P48s, AKG C451-EB com

bos, Sennheiser MD-421s, Sennheiser MD-441s, AKG D

12E, Shure SM57s, AKG CE 2. Beyer M-201M (c), AKG
D-320Bs

Instruments Available: Yamaha DX7. Fender Stratocas

ter, Lab L-5, Latin Percussion, nine-piece Ludwigdrum kit,
Yamaha acoushc guitar

Rates: Call block rates available

[16] THE SOUND FACTORY RECORDING STUDIOS
also REMOTE RECORDING

1120 S. Highland, Tucson, AZ 85719

(602) 622-1265

Owner: Steve and Kimberly English

Studio Manager: Steve English

Engineers: Steve English, Taylor Smith

Dimensions of Studios: Studio A 34 x 16; drum room: 12
x 12;1s0: 10 x 10; Studio B: 15 x 17:150. 8 x 10; Studio C: 10 x
12.

Dimensions of Control Rooms: Studio A: 25 x 16; Studio
B: 12 x 14; Studio C 10 x 12.

Tape Recorders: TEAC 85-16B w/autolocator 16-track;
TEAC 80-8 w/DX-8, 8 track; TEAC 38, 8 track; TEAC 32.
2-track; TEAC 3300, 2 track; TEAC 1250 ' track; TEAC
244 Porta-Studio 4-track, (12) TEAC V-44 cassette.
Mixing Consoles: Wheatstone Audioarts 8X w/27 LED
metenng. 24 x 24 x 8; Tascam Model 5 w/expander MSEX,
20 x 20 x 4; (4) Tascam Model 1, 8 x 8 x 2

Monitor Amplifiers: Crown, Gallien Kreuger, Sony
Monitor Speakers: ]BL4311, Auratone A JBL4301, Aura
tone B.

Echo, Reverb & Delay Systems: Roland SRV-2000 dig:
tal reverb, Lexicon 200 digital reverb, Furman RV1 stereo,
live chamber 30 x 10 x 4, MXR digital delay, MXR flang-
er/doubler, (3) Ibanez DM 1000, [banez HD-1000 harmo-
nizer, DOD stereo flanger, DOD stereo delay. Roland RX-
1000. Roland SDE-1000

Other Outboard Equipment: (4) Omni Cralt gates/key,
(4) dbx compressor/hmiters, Valley People limiters, vari
ous EQ (all types), test equipment (scopes, counters, ana
lyzers, etc.). Computer software: TRS 80 color computer
w/disk drive, printer; Apple Il w/two disk dnives, pnnter,
modem. UREI LA-4s, Passport 8+ MIDI program, Poly
writer, Passport Master Tracks MID! program, DX PRO
voice library

Microphones: AKG, Sennheiser, Sony, Shure, PZM, Beyer.
Instruments Available: (3) Yamaha DX7 w/DX PRO soft
ware, (3) Roland Juno 106, (3) Korg Poly 800, (3) Rockman,
(3) Roland TR-707 drum machine, Yamaha CP-70B, Fen
der, Gibson, Ibanez guitars, various amps, Roland Juno
60. Roland Jupiter 4, Yamaha DX7. Drumulator w/extra
chips, MSA D-12 steel quitar

Video Equipment & Services: Sony camera, (2) VHS
Y2-inch machines

Rates: Studio A: $35/hr. 16 track. $30/hr. 8-track; Studio
B: $20/hr. 8-track; Studio C duplication multi-track re
cording classes $400/session (16 weeks) four sessions/
year

[16] SOUND RECORDERS STUDIO, INC
also REMOTE RECORDING

4117 Guadalupe, Austin, TX 78751

(512) 452-6125

Owner: Sam Watson, Ben Blank

Studio Manager: Ben Blank

[16]) SOUND SERVICES
also REMOTE RECORDING
P.O. Box 306, Hwy. 365, Maytlower, AR 72106

MIXVOL 10, NO. 7



(501) 470-1382, 329-2086
Owner: Dick "Rbt.” Thornton
Studio Manager: Lex

[16] THE SOUND STUDIO

also REMOTE RECORDING

130 Quincy N.E, Albuquerque, NM 87108
(508) 265-5689

Owner: Production Marketing Services, Inc.
Studio Manager: Eric C. Larson

[16]) SOUNDS RIGHT SOUND

also REMOTE RECORDING

Rt. 4 Box 354, New Caney, TX 77357
(713) 354-6055

Owner: Robert Clinkscales

Studio Manager: Mike Buehrer

[16} SOUNDTRACK RECORDING STUDIO
2011 N. Alamo St.,, San Antonio, TX 78215
(512) 224-4107

Owner: Mike Hettler, Jr

Studio Manager: Mike Hettler, Jr.

[16) SOUTHWEST RECORDINGS
2031 Libbey, Houston, TX 77018
(713) 681-7565

Owner: Jeff Smith

Studio Manager: Jett Smith

TIM STANTON AUDIO
Austin, TX

[16] TIM STANTON AUDIO

also REMOTE RECORDING

1501 W 5th St. Ste. 103 Austin, TX 78703

(512) 477-5618

Owner: Tim Stanton

Studio Manager: Richard Jones

Engineers: Ttm Stanton, Richard Jones, Larry Seyer.
Dimensions of Studios: 20 x 24 x 12

Dimensions of Control Rooms: 16 x 16

Tape Recorders: MCI JH-24-16, 16-track w/AL I11; Otari
MX SOS0B w/Il transtormerless 2-track; (2) Tascam #32,
2-track; (2) Yamaha K-1000 cassette decks.

Mixing Consoles: Ramsa WR8816, 16 x 4 x 16.
Monitor Amplifiers: Crest 25008, Crown D150, D75,
D60

Monitor Speakers: |JBL 4311Bs, Auratones, Yamaha NS-
10M. E-V Intertace | Sernes Il

Echo, Reverb & Delay Systems: Ursa Major 8 x 32
digital reverberation; ADA digital delay; DeltaLab digital
delay/chorus/flanger; MICMIX Master Room reverb, Lex
icon Pnme Time digital delay w/memory extension, Loft
450 analog delay; Roland SDE-3000 digital delay.
Other Qutboard Equipment: (2) dbx 160X himiters, dbx
160s, Valley People Dyna-Mites. Loft chorus/ phaser/flan-
ger, gates, De-essers, a few hights and bells and some hype
and nve!

Microphones: Neumanns, AKGs, Sennheisers, Shures,
RCA, Audio-Technica, E-V.

Instruments Available: If we don't have it, we'll get it
Video Equipment & Services: Access to all playback
formats for sweetening w/o Q.Lock. Onginal sconng to
picture w/Q.Lock.

Rates: Painless—call

[16]) THE STUDIO

4056 E. Loop 820 So., Ft. Worth, TX 76119

(817) 457-0449

Owner: Jimmie F. Johnson dba J.F. Johnson Productions
Studio Manager: immie F. Johnson

Engineers: Larry Sutties, immie Johnson, Sherry Fontaine,
Mickey Morrow.

Dimensions of Studios: 25 x 30.

Dimensions of Control Rooms: 12 x 18 LEDE.

JuLY 1986

Tape Recorders: MCI JH-10, 8-/16-track; Otan S0SOB,
2-track; TEAC X1000R, 4-track; Telex 300, 2-track; TEAC
V41, cassette.

Mixing Consoles: Auditronics 110, 16 x 16; Yamaha EM
150, 6 x 2 sub; Shure SR109, 8 x 1 sub.

Monitor Amplifiers: Phase Linear, Crown.

Monitor Speakers: JBL 4333A, E-V Sentry 100

Echo, Reverb & Delay Systems: Yamaha REV7, Clover
Spning, Roland RE201, DOD, Ibanez digital delay.

Other Outboard Equipment: MXR graphic EQ, (4) Fur
man parametric dbx 160X, MXR Dual limiter, Roland ster-
eo flanger, Shure SR107 EQ.

Microphones: AKG, Beyer, Shure, E-V, Sony, Audio Tech-
nica, Barcus Berry, Countryman direct boxes, mini cube
direct boxes.

Rates: Call for rates.

[16] STUDIO CENTER

also REMOTE RECORDING

6540 Randolph Blvd., San Antonio, TX 78239
(512) 653-4004

Owner: Tim Gressler

Studio Manager: Tim Gressler

[16] SUGAR HILL RECORDING STUDIOS
also REMOTE RECORDING

5626 Brock, Houston, TX 77023

(713) 926-4431

Owner: Huey P Meaux

Studio Manager: Andrew Bladley

TEXARKANA COLLEGE STUDIOS
Texarkana, TX

[16) TEXARKANA COLLEGE STUDIOS

also REMOTE RECORDING

2500 N. Robison Rd., Texarkana, TX 75501

(214) 838-4541 x.257, 360

Studio Manager: Murry L. Alewine

Engineers: Murry Alewine, Charles Richardson.
Dimensions of Studios: No.1:60x 36 x 25; No. 2:8x 12.
Dimensions of Control Rooms: No. 1: 10 x 12; No. 2: 8 x
11,

Tape Recorders: Studio No. 1: Fostex B-16D, 16-track;
Studio No. 2: Fostex B-16, 16-track

Mixing Consoles: Studio No. 1: Ramsa 16 x 8; Studio No.
2: Carvin 1688, 16 x 8.

Monitor Amplifiers: Studio No. 1: Crown 200; Studio No
2: Pioneer 650.

Monitor Speakers: Studio No. 1:]BL; Studio No. 2: Fostex.
Microphones: E-V RE20, Neumann KM84, Crown PZM
Shure 57 and 58, Audio-Technica 813, Carvin 68.
Instruments Available: Baldwin 3-foot concert grand,
Rodgers three-manual organ, Korg Poly synth, various
college owned instruments—drums, bass gustar, etc.
Rates: Demo tapes are FREE to area musicians/groups
that are recorded and mixed by students for experience
purposes

[16] TEXAS SUNRISE RECORDING STUDIO
Rt. 4 Box 615, Edinburg, TX 78539

(512) 381-0077

Owner: Mike Lopez

Studio Manager: Mike Lopez

[16) TOBY'S CUSTOM RECORDING STUDIO
also REMOTE RECORDING

1024 S. Presa, San Antonio, TX 78210

(512) 533-3030

Owner: Toby Torres

Studio Manager: Poley E. Barcenez

(16] TOMLYN RECORDING STUDIO
also REMOTE RECORDING

Rt. 3 Box 4085, Flint, TX 75762

(214) 894-7713

Owner: Tom Russell

Studio Manager: Tom Russell

Engineers: im Phillips.

Dimensions of Studios: 625 sq ft.

Dimensions of Control Rooms: 110 sq. #t. LEDE

Tape Recorders: Analog: MCI]H-24-24/16, 16-track; MCI
JH-110B-14, 2-track; Technics 15208, 2-track; TEAC cas-
sette C-3RX, 2-track; 122B TEAC cassette, Yamaha K-950
cassette. Digital: Sony PCM-F1, 2-track, JVC %-inch VCR.
Mixing Consoles: MCI 600 sernies 16116.

Monitor Amplifiers: Hafler 500, Crown D-75, Kenwood.
Monitor Speakers: ]BL 4313, 4311, Auratones

Echo, Reverb & Delay Systems: Lexicon 224X w/LARC,
MICMIX 308, Deltalab DL-2 Acousticomputer and Korg
SDD-3000 programmable digital delay, Lexicon 8.2 up-
date, Yamaha REV?7

Other Outboard Equipment: Omni GT-4, dbx 160X, 165A
limiter/compressors, Valley People stereo Dyna-Mite,
Crown RTA-2 scope, Aphex Aural Exciter, Orban 622B
EQ

Microphones: Neumann U87, KM84; AKG 414, 451;
Electro-Voice RE-20; Sony C-35P; Sennheiser 421; Shure
78, 58; Crown PZM 30 GPBs and 6 LPBs

Instruments Available: Oberheim DMX digital drums,
Yamaha DX7 synthesizer; Kawai upnght grand, Gibson
Dove, Martin D-35s, Guild 12 string and Guild high string
acoustic guntars, Fender Telecaster and Stratocaster elec-
tric guitars, Fender Telecaster and Stratocaster electric
guitars, Fender Precision bass, Takamine C 140S classical
guttar, Yamaha RX-11 drum machine, Yamaha G100-112
amplifier, various percussion, Yamaha TX-216 (6 DX7 mod-
ules), Yamaha QX1 digital sequencer/ recorder, Cherry
Lane DX-Heaven, Yamaha DX-Pro, and Passport Software
for Apple lle, Garheld Mini-Doc, Roland MKS-80 Super
Jupiter with MPG-80 programmer, Rockman X-100, Bass
Rockman, assorted Digidrum chips for DMX, Yamaha
YMES8 MIDI expander, direct boxes by Axe, URE], Aud:
ence and Stewart

Rates: Available on request

[16]) TRIPLEX RECORDERS

also REMOTE RECORDING

3646 Guliway Dr., Port Arthur, TX 77640

(409) 985-9550

Owner: Wayne Dyess, Reed Hall

Studio Manager: Wayne Dyess, Reed Hall

Engineers: Reed Hall, Wayne Dyess, Jerold Stephens.
Dimensions of Studios: A: 20 x 22: B: 10 x 13; vocal
booth: 3x 6

Dimensions of Control Rooms: 14 x 16.

Tape Recorders: Tascam MS-16, 16-track; Tascam Model
34, 4-track; TEAC A3340 SX-2T, 2-track; Fostex A-2, 2
track; Nakamichi BX-1, cassette.

Mixing Consoles: Tascam Model 520, 20 x 16; TEAC
(location) 2A, 6 x 4; Peavey (location) 16 Mark 4, 16 x 4.
Monitor Amplifiers: McIntosh MC 2105, Hafler D-200,
Yamaha

Monitor Speakers: JBL L-200s, Auratones.

Echo, Reverb & Delay Systems: Yamaha REV7 digital
reverb, Ibanez HD-1500 digital delay, ADA $-1000 digital
delay

Other Outboard Equipment: Aphex Aural Exciter (type
B), Furman QN-4. Quad noise gate, dbx, noise reduction,
Tascam autolocator, dbx 164 stereo compressor/hmiter,
Fostex Model 3070 stereo compressor/ imiter/ noise gates,
MXR, Tapco, TEAC graphic EQs, dbx 118 Dynamic Range
Enhancer, (2) Tascam MH-40 headphone amps, Thorens
TD-125 MKII turntable w/ Shure 3009 tonearm, Lexicom
PCM60.

Microphones: E-V RE20, PL8O, PL9S, 635A, DOS4 Dy
namic; Shure SM81 condensers, PE7SL; Sony 23-F, 33-P,
ECM-280 condensers.

Instruments Available: Baby grand piano and Yamaha
digital drum machine at no charge. Rental fees on Yamaha
DX7, Ensonig Mirage, Roland, others on request

Video Equipment & Services: Canon VR-HF600, VHS
Hi-h video deck, Canon VC-30 video camera, video serv
i1ces expanding

Rates: $40/hr., $300/day; $600/weekend; $2,500 one-
month lock out. Prices lease facihities and equipment only
Engineers extra ($10/hr.).

[16] WALK ON WATER STUDIOS, INC.
also REMOTE RECORDING

Rt. 2 Box 566-H, New Braunfels, TX 78130
(512) 629-4396

Owner: Ken Brazle, Ron Stirm, Bruce Weldy
Studio Manager: Brian C. Carr

[16] BILL YOUNG PRODUCTIONS, INC.
8600 Westpark #110, Houston, TX 77063
(713) 783-3422

Owner: Bill Young

Studio Manager: Jan Pratka

[16) ZANBECK PRODUCTIONS

also REMOTE RECORDING

Rt. 4 Box 1249, Little Rock, AR 72206

(S01) 888-7045

Owner: Chuck Balley, Bobby Gibson, Faye Beck
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[24+] ACCESSIBLE SOUND

5146 Kingfisher, Houston, TX 77035
(713) 723-2777

Owner: Kenneth Buynoch

Studio Manager: Margaret Henry

[24+) ARLYN RECORDING STUDIOS

also REMOTE RECORDING

200 Academy Ste. A, Austin, TX 78704

(512) 447-2337

Owner: Arlyn Studios, Inc.

Studio Manager: Fred N. Fletcher

Engineers: Dave McNar, Stuart D. Sullivan, Kevin Sor
rells, Vince McGarry, Steve Mendell

Dimensions of Studios: 37 x 26 w/vocal booth, 10x 11,
piano booth

Dimensions of Control Rooms: 22 x 24 w/tape 1so room
Tape Recorders: MCI JH-24. 24-track, MCIl JH-110, 4
track: MCI JH 110, 2-track; Studer 2-track

Mixing Consoles: Automated Process Inc. (API) 2343,
26x26x8

Monitor Amplifiers: Mclatosh 2105, Mclntosh 2300.
Monitor Speakers: Steve Durr & Assoc. custom design,
(2) 15-inch IBL, TAD dnivers, Emilar horns

Echo, Reverb & Delay Systems:Lexicon 224 XL, Lexicon
224, Lexicon Prime Time, Roland SDE 1000, Ursa Major
Space Station, Harmomzer 910, (2) DeltaLab DL-2

Other Qutboard Equipment: (2) API 525 comp, (2) LA-
2A, LA-3A,(3) 1176, 21 dbx 165 Overeasy, (2) Dyna-Mites
(2) UREI 520 graphic, EXR Exciter, Lange EQ, API 550A,
554 EQ

Microphones: Neumann U48 (tube), U47 (FET), (3) UB7s,
84, AKG-(B)451 D 12E 224, Sony (2) 37-A (tube), Beyer(3)
88, PZM, Shure 56s, 57. 53, Sennheiser (3) 441s, (3)421s
Instruments Available: Schimel 9 foot grand piano,
Hammond B 3 w/Leshe, Slingerland drum kit, Fender
concert amp, Stratocas:er

Video Equipment & Services: Video and multi-track
audio lines to ballroom and main hall of Austin Opry
House

Rates: $55/hr w/o engineer. block rates available

[24+] AUDIO VIDEO RECORDERS OF ARIZONA
also REMOTE RECORDING

3830 N. 7th St,, Phoenix, AZ 85014

(602) 277-4723

Owner: Floyd Ramsey

Studio Manager: Tim Ramsey

[24+]) AUSTIN RECORDING STUDIO
also REMOTE RECORDING

4606 Clawson Rd., Austin, TX 78745
(512) 444-5489

Owner: Wink Tyler

Studio Manager: Wink Tyler
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[24+] BENSON SOUND, INC.

3707 S. Blackwelder, Oklahoma City, OK 73119
(405) 634-4461

Owner: Larry R. Benson

Studio Manager: Ric Duncum

[24+] BOYD SOUND STUDIO

P.O. Box 682, Wylie, TX 75098

(214) 442-1620

Owner: Anthony D. Boyd

Studio Manager: Anthony D. Boyd

Engineers: Anthony D. Boyd, Gary LeCroy, Joel Burch.
Dimensions of Studios: 28 x 22 x 10

Dimensions of Control Rooms: 20 x 14 x 10

Tape Recorders: Studer ABO-VU, 24-track; Ampex 351,
Va-track; Pioneer RT-701, Y-track; Mitsubishi DT-30, cas-
sette; Aiwa WX1I10, cassette; Hitachi D-550, cassette
Mixing Consoles: MCI 400, 24 inputs.

Monitor Amplifiers: Crown DC-300, Biamp TC120.
Monitor Speakers: JBL 4311B, Sansui SP-5500X, Mini
mus 7

Echo, Reverb & Delay Systems: DeltaLab DL-2, Yamaha
REV7, Master-Room 3.

Other Outboard Equipment: (2) dbx 165 limiter/com
pressors, (2) URE! LA-4 limiter/compressors, (4) Dyna-
Mite multi-function dynamics processors, (8)dbx 157 noise
reduction, (4) Blake-McDonald line amps, UREI 539 EQ.
Microphones: AKG 414, AKG 451, AKG D12, Crown
PZM, Beyer M500, Electro-Voice RE20, Electro-Voice RE1S,
Shure SM57, Shure SM54, Sennheiser 421
Instruments Available: Kawai UST-6, Yamaha drums,
Fender Jazz Bass, Yamaha 12 string quitar.

Rates: $50/hr. plus tape.

[24+] JIM BRADY RECORDING STUDIOS
25 E. Glenn St., Tucson, AZ 85705

(602) 791-3884

Owner: F. James Brady

Studio Manager: Diane I. King

[24+) BRASSWIND RECORDING STUDIO, LTD.
2551 Texas Ave., Shiloh Place Ste. F,

College Station, TX 77840

(409) 693-5514

Owner: David O. Cooper

Studio Manager: David O. Cooper

Engineers: David O. Cooper, Pat Brownlow
Dimensions of Studios: 18 x 28.

Dimensions of Control Rooms: 13 x 16

Tape Recorders: (2) MCI JH.24-24, Nakamichi MR-] cas-
sette deck, MCI1JH 110B-VP, 2-track; (2) Telex 6210 stereo
cassette duplicator; Sansui PC-X1 Tricode PCM 2-track
Mixing Consoles: MCl 536-28 LM automated

Brasswind

Brasswind Recording Studio

A growing tradition . . . EXCELLENCE

BRASSWIND RECORDING STUDIO, LTD.
College Station, TX

Monitor Amplifiers: Crown: PSA-2 and D-75

Monitor Speakers: ]BL 4430, Auratone cubes

Echo, Reverb & Delay Systems: Lexicon 224 XL Ursa
Maior 8 x 32 digital reverb, AKG BX10, DeltaLabs Effectron
ADM 1024 digital delay

Other Outboard Equipment: Eventide H949 Harmomiz
er, dbx 160X and 161 compressors, Valley People stereo
Dyna-Mite, Ashly parametric EQ, White !/3 octave EQ
w/achve electronic crossovers.

Microphones: AKG, Beyer, C-ducer, Crown PZM, Electro
Voice, Neumann, Sennheiser, Shure, Sony

Instruments Available: Kurzweil 250, Yamaha DX7, Ro
land Juno 60 synthesizer, LinnDrum, Fender Precision
bass, Gibson-Les Paul Artisan guitar, Princeton Reverb 1
amp, Sonor-Signature Series drums (8-piece kit)

Video Equipment & Services: Audio post- production for
video Adams-Smith 2600 SMPTE synchronizer.

Rates: Rates available upon request.

Direction: OQur engineers have experience recording
various usical styles that include contemporary Chns-
tian, classical, country, reggae, Latin and heavy metal
With the music industry expanding rapidly in Texas, we
feel that Brasswind is in an excellent location for bands
and musicians looking fora new and exciting sound. Brass.
wind Recording Studio invites you to become a part of a
growing tradition. . .excellence

[24+] BRIAN SOUND PRODUCTIONS INC
Box 5026, Waco, TX 76708

(817) 829-2604

Owner: Brian Konzelman

Studio Manager: Sherry Konzelman

[24+] BROADWAY STUDIOS

1713 Broadway, Lubbock, TX 79401
Owner: Broadway Studios Inc

Studio Manager: Craig Alderson

[24+] BUFFALO SOUND STUDIOS
910 Currie St., Ft. Worth, TX 76107
(817) 335-7733

Owner: im Hodges

Studio Manager: Buff Haskin

[24+) CASTLE MUSIC, INC
2520 E. 25th Pl Tulsa, OK 74114
(918) 745-2331

OQOwner: Ben Ferrell

Studio Manager: Chnis Fuqua

[24+) CECCA SOUND

3198 Royal Lane Ste. 104, Dallas, TX 75229

(214) 350-6945

Owner: Charley Pnde

Studio Manager: Bob Pickenng

Engineers: Bob Pickering. Rick Webb

Dimensions of Studios: 20 x 3

Dimensions of Control Rooms: 28 x 16

Tape Recorders: MCI JH.24, 24-track; MCI JH—110B,
4 track; Studer ABIO, 2-track.

Mixing Consoles: MCH JH 538D w/]H 50-500 automa
tion

Monitor Amplifiers: UREI, Crown

Monitor Speakers: UREI 813, JBL 431

Echo, Reverb & Delay Systems: (3) large custom-made
plates, Lexicon 224 digital, Lexicon Prime Time, Ursa Ma
jor Space Station, Marshall 5402, Lexicon 200

Other Outboard Equipment: Allison Research Kepexs
and Gain Brains, EXR Exciter, Valley People Dyna-Mite.
UREI LA-4 comp and 1176 comp. dbx 162 stereo comp
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The world's smallest

wireless system.

And 2 ways to talk to it.

At Gamera Manrt.

Sennheiser sets new
standards for compact
portable wireless equipment:
pro performance from two
units no bigger than a king-
size cigarette pack, and a
hand-held mike that weighs
just a few ounces more.

Specifically designed for
use with carrier frequencies
ranging from 947-952 MHz,
the three units are particularly
well-suited for film, TV and
sound-reinforcement
applications.

All three feature crystal
oscillators, recessed controls,
battery condition LED
indicator, HyDyn*® compressor/
expander circuitry and sturdy
metal construction.

SENNHEISER SK-2012 TVH

WIRELESS POCKET TRANSMITTER.
Available in UHF and VHF models

+ 46 dB input pad - defeatable limiter.
SENNHEISER EK-2012 TVH BODY

PAC WIRELESS PORTABLE RECEIVER.
Two channel capability (one std.)

» adjustable audio level - adjustable squelch.
SENNHEISER SKM-4031 TVH
WIRELESS TRANSMITTER. For use
with UHF and VHF frequencies

- + 10 dB sensitivity pad « wide screen
removable for cleaning.

Sennheiser SK-2012 TVH Sennheiser EK-2012 TVH Body
Wireless Pocket Transmitter. Pac Wireless Portable Receiver.

Sennheiser SKM-4031
TVH Wireless Transmitter.

The more you know about audio, the more you can
rely on Camera Mart.

meCamera Mart, ...

456 West 55th Street, New York 10019« (212) 757-6977
Telex: 275619/ FAX (212) 582-2498
305 Vine St.. Liverpool, NY 13088 « (315) 457-3703

\ Sales - Service - Rental

Circle #143'0n"Reader Service Card



and 165 comp, Audio Design Recording Vocal Stresser,
DeltalLab DLS. All tape machines equipped with Dolby
*A." Amber spectrum analyzer.

Microphones: E-V C5S15E, E-V RE20, Sennheiser 421 and
431, Neumann U87, U89, U47, Beyer Dynamic M201
AKG 414, 551, Milab VM 41, DC 96, DC 63, Crown PZM,
Countryman EM101, Sennheiser binaural head
Instruments Available: Baldwin nine-foot grand piano,
seven piece Pear! kit and drum rack, LinnDrum, Korg Poly
61, Yamaha electric piano

Direction: Specializing in records, hims and custom com
mercials. Record producing, film scoring and publishing
available Selected recorded projects include: Charley
Pride, Atlanta, Milan Williams of the Commodores, Stella
Parton, Chuck Rainey, Foghat, Peter Frampton, Brian Au
ger. Kenny Rogers. Freddy King, Chocolate Milk, Star
Studded Strutters, Steven Bishop, Tom Merriman, Dolly
Parton, David Foster, Don McLean. Chuck Mangione, Mel
Torme, George Sheanng, hm Rutledge, John Nitzinger,
Winton Communications and teature film Ellie Radio and
televison commercials WXNE TV-Boston, KLAC Radio
Los Angeles, WNOL Detroit, Metromedia, Golden West,
Great Empire Communications, 700 Club, Christian
Broadcasting Network (CBN), American Airlines, What A
Burger, Cabbage Patch Dolls, Butterkrust Bread, A&W
Root Beer, ] C. Penney, and True Value Hardware.

[24+] CEDAR CREEK

5012 Brighton Rd., Austin, TX 78745
(512) 444-0226

Owner: Austin Media Prod, Inc
Studio Manager: Fred Remmert

[24+) CEREUS RECORDING INC

also REMOTE RECORDING

1733 E. McKellips #7, Tempe, AZ 85281

(602) 990-8163

Owner: Allen and Dianne Moore

Studio Manager: Dianne Moore

Engineers: Allen Moore, John Wilson, Robert Monehon

Dimensions of Studios: 25 x 40 x 14 w/live ares and
dead area 8 x 8 x 7 vocal booth

Dimensions of Control Rooms: 25 x 25

Tape Recorders: Soundcraft 762 Mark 111, 24 track. Tas
cam 8516B, 16 track, Tascam 80 8, 8 track, Otan MX
50508, 2 track; Tascam 34, 4 track; Nakamichi DMP 100
digital 2 track

Mixing Consoles: Soundcraft 1600, 24 x 24; Sound
Workshop 1280, 12 x 8

Monitor Amplifiers: Bose, Crown

Monitor Speakers: IBL 4430, |BL 4401, E V Sentry 100,
Auratones

Echo, Reverb & Delay Systems: Lexicon 200 digital
reverb, Lexicon PCM70, Lexicon PCM41, Lexicon PCM42
Ecoplate 11

Other Outboard Equipment: (25) Technics RSB 50 cas

sette decks, URE] compressors, dbx compressors, Aphex
Compellor, MXR pitch transposer, Symetrix nose gates,
EXR Excuiter, AKG headphones, Adams Smith 2600 tape
synchronizer, BTX sync. generator, Sony UO 5600 U Matic
Y% inch recorder

Microphones: Neumann, AKG, Shure, Sennheiser, Crown
Instruments Available: Yamaha grand All synths avail

able on short-term rental for small charge.

Video Equipment & Services: Video sweetening to %

inch available

Rates: Upon request

[24+) COOK SOUND PRODUCTIONS, INC
4801 Woodway Ste. 333W, Houston, TX 77056
(713) 960-8222

Owner: Dwight L. Cook

Studio Manager: Ted Mason

[24+} CORNERSTONE RECORDING COMPANY
also REMOTE RECORDING

100 W. Wilshire/C-2, Oklahoma City, OK 73116
(405) 848-8400

Owner: Kenneth A Sarkey

Studio Manager: Ken Sarkey

Engineers: Ken Sarkey, Dave Thomason, independents
Dimensions of Studios: A 30 x 45 x 14, w/tive 1solation
booths, B 12 x 13

Dimensions of Control Rooms: A 18 x 20, B 14 x 15
Tape Recorders: Stephens Electronics 821, 24-, 16 track
w/Q 1l Autolocate computer, MCI1JH-110B, 2 track w/ Au
tolocate, Otan SOS0B. 2 track, Otan 50504, 2 track; Sony
TC 630, ¥ track, Nakamichi, Technics cassette, Sony CCP
13B high speed casselte duplicating system

Mixing Consoles: Tangent 3216, 28 in x 24 out, Tascam
10. 12 1n x 8 out

Monitor Amplifiers: Hafler D4 500, (2) Crown D 150,
Crown D 60, Technics SU 8600

Monitor Speakers: JBL 4435 Biradials, Auratone 5C, IBL
4311s, RTRs, Yamaha NS-10s

Echo, Reverb & Delay Systems: Lexicon 224 digital
reverb, EMT 140 tube stereo reverb, AKG BX-10 reverb,
Lexicon Pnme Time delay, Yamaha SPX 90
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[24+] CRYSTAL CLEAR SOUND

4902 Don Dr., Dallas, TX 75247

(214) 630-2957

Owner: Merle D. Baker

Studio Manager: Keith Rust

Engineers: Keith Rust, many of Dallas’ finest free-lance
engineers.

Dimensions of Studios: 32 x 42 x 12.

Dimensions of Control Rooms: 1572 x 22

Tape Recorders: MCI JH-24, 24-track; MCI JH-110B, 2
track; Studer A8I0, 2 track; TEAC 40-4, 4-track; Denon
DR-M3 cassette, 2-track; Ampex 440, 2-track

Mixing Consoles: MCIJH 636 Automated 281n x 24 out.
Monitor Amplifiers: BGW. Crown.

Monitor Speakers: UREl 811, Yamaha NS-10, Auratone
T-5, JBL 4311

Echo, Reverb & Delay Systems: Lexicon mod. 200 digi-
tal reverb, Korg SDD-3000 digital delay, Lexicon PCM41
digital delay, Eventide Harmonizer, Audi-ence plate, AKG
BX-20E spnng

Other Outboard Equipment: dbx 165 himiters, Orban
parametric, Kepex, Gain Brain, URE] metronome, Orban
rs, Countryman phase shifter, Tanna the Cat (ana

CORNERSTONE RECORDING COMPANY
Oklahoma City, OK

Other Outboard Equipment: UREl LA-4 compressor/
limiters: dbx .60 compressor/limiter; dbx 165 compres-
sor/hmiter; EXR Exciter, PAIA Dual Limiter (cue); Valley
People Dyna Mite sterec limiter/gate/de-esser; Crown
EQ-2, Dynaco graphic EQ; Omni Craft noise gates, Audio
Control Real Time Analyzer and graphic EQ; dbx noise
reduction; ptase and flangers; UREI 1176 comp/limiter;
Orban 245E stereo synthesizer, Orban 536A dynamic
sibilance conaoller, Technics SL1200 MKl broadcast turn-
table, Roekircn 2X2H exciter/imager, Hush 1.
Microphkones: Neumarr., Sennhesser, Sony, Shure. 3ey-
er, Electrn- Vouce, Altec, Crown PZM, AKG, RCA, Country-
man

Instruments Available: Yamaha 7'5” grand piano, Rhodes
stereo electric piano, Wu-liizer electnc prano, Hammond
B 3 organ w "Leslie, Yamasha DX7, Chromapolans, Mini-
Moog synthesizers, Rogers drum kit w/double bass, Ya-
maha drum se: with five concert, five double headed toms,
Yamaha and Fender guftar amps, LP congas, complete
percussion/ef’ects, Linn 9000 digital sampling drums and
32 track MICI keyboard recorder, 360 systems MIDI-Bass,
Emulator 11 digital samplirg keyboard, IV-L Pitchrider pitch
to MIDI zonverter, Ham'et 4 x 8 MIDI patcher, Kramer
MIDI gurtar system

Video Equipment & Services: [VC GX-N704 color cam
era w/directaccess colo- character generator; Pentex PV
RI000A Y2-inch VHS stereo video recorder (five heads);
Ikegami HL 79D camera, Sony and [VC %-inch decks,
Mole Ri-hardson hight kit, SMPTE time code interlock/
sync, Sanyo AVM 260 25-inch color video monitor/re
celver

Rates: 24-track recording and mixing: $50-$80/hr., in-
cluding engireer and studio instruments Discount block
and producer rates available

Extras: Cornerstone oifers audio to video post-sconng via
SMPTE timecode, and fatures the latest in MIDI synthe-
sizers, saquencers, digital drums, sampling keykboards,
and MIDI-gur:ars. For the real thing, though, you can't beat
our taleat pcol of 250 stidio musicians at the best rate in
the courtry That's why arrangers/producers from ali over
the USA finc it worth their while and worth their budgets to
come to Comerstone Secording Company in Oklahoma
City Our facihity can handle large simultaneous sessions
seating up to 50 musiciins. Excellent hotel accommoda
tions with free transporiation from the airport to our studio

[24+] CRYSTAL BROOK RECORDING STUDIO
also REMOTE RECORDING

1602 Pinetree Rd. Ste. 2, Longview, TX 75604
(214) 759-8467

Owner: Longview Audin Video Productions, Inc
Studio Mamager: Lee Atkins

log)

Microphones: Neumann U87, KM84; AKG 414 EB, 452;
E-V RE20, RE15; Shure SM81, SM57; Beyer M160; Senn

hesier 421, 441; Sony ECM 33F

Instruments Available: Baldwin SD-10 nine-foot concert
grand; Fender Precision bass, Roland Jazz Chorus guitar
amp, miscC. percussion.

Rates: Very reasonable, album packages and night rates;
please call!

DALLAS SOUND LAB
Irving, TX

[24+) DALLAS SOUND LAB

6305 N. O'Connor Blvd. Ste. 119, Irving, TX 75039
(214) 869-1122

Owner: Russell Whitaker

Studio Manager: Johnny Marshall

Engineers: Rusty Smith, Ron Cote, Ron Lagerlof
Dimensions of Studios: Studio A scoring areq, 44 x 28;
rhythm area, 24 x 16; drum booth, 23 x 14; 1s0 booth, 20 x
11. Studio B: voice-over booth, 10 x 8. Studio C: 150 booth,
10x 12

Dimensions of Control Rooms: Control Room A 23x 21
Control Room B: 16 x 14, Control Room C: 28 x 26

Tape Recorders: A. Digital: Sony PCM-3324, 24-track;
Sony PCM-10, 2-track; Sony PCM-F1, 2-track; Technics
SV100, 2-track. B. Analog: Otari MTR-90, 24-track; Otan
MTR-10, 4/2 track; Otani MTR-10, 2-track, Otani 5050B,
4-track; Otan 5050B, 2-track; MCI JH-114 16/24-track,
MCIJH-110-B, 4/ 2-track; MCIJH-110 l-inch videolayback;
cassette decks by Studer-Revox/Sony

Mixing Consoles: Studio A SSL 6056 48 in x 32 out,
(automated with Total Recall); Studio B: MCITH636 24 in x
24 out; Studio C: MCI JH536 28 in 24 out (automated).
Monitor Amplifiers: Crown Delta-Omega, assorted amps
by Yamaha, Crown, Crest and BGW.

Monitor Speakers: UREI 813B, Westlake, ]BL 4430, JBL
4401, |BL 4673, Yamaha NS-10, Tannoy SRM 12B, Aura
tone T-6, Auratone 5-C

Echo, Reverb & Delay Systems: AMS: RMS--16 digital
reverb, DMX-1680-S harmonizer/delay/sampler; Lexicon
224 digital reverb, PCM70 digital reverb, PCM41 digital
delay, PCM42 digital delay; Eventde: 910 Harmonizer,
949 Harmonzer, Instant Flanger, Instant Phaser; Yamaha
R-1000 digital reverb; Sequential Circuits Pro-FX reverb/
delay/chorus; BAE plate reverb, Quantec Room Simulator.
Other Outboard Equipment: Compressors, hmiters,
gates, expanders, EQ, and exciters by: UREL Allison, dbx,
SSL, Valley People, Dietz, and Aphex.

Microphones: Fully array of mics by Neumann, Sennhei
ser, Sanken, AKG, RCA, E-V, Sony, Crown, Beyer, Shure,
and vintage tube mics by Neumann, AKG and RCA
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Instruments Available: Steinway nine foot concertgrand;
Hammond B-3 w/Leshe; LinnDrum, Linn 9000; Yamaha
DX7 (DX Pro software), TX-816, TX7, Qx-7, RX-21, CS-50:
Kurzweil 250; Prophet V w/1005 sequencer; Oberheim
Xpander; Korg Poly 800, Hohner clavinet, Mini-Moog
Video Equipment & Services: BTX Softouch computer
interlock system, Audio Kinetics Q.Lock 3 10 Interlock
System, Sony 5850, JVC 8250, JVC 8200, MCI JH-110
1 inch layback, Sony monitors, MCA monitors, NEC pro
jection system, 16/35mm high speed projectors, dubbers,
and master recorders by MTM. Services include up to
48 track digital/analog recording to video or hlm, scoring
to picture, ADR (looping). SFX assembling, Foley EFX. mix
ing to picture

Rates: $50-$235/hr Specihc rates available upon request
(block/bulk rates available)

Extras: Studio A Up to 48-track digital/analog recording
capability with video or film interlock Services include
40 piece capacity orchestra scoring to picture, ADAR
SFX assemnbling, video sweetening, and album/jingle pro
duct:on with tie lines to three sound stages (15,000/6,000/
3,000 sq tt }torlive TV shows, concerts, etc Studio B-Upto
24 track recording capability with 1so-booth for voice
over work, overdubs, and mixing. Studio C Up to 24 track
digital/analog recording capability to video or film with
large 150-booth Services include synthesizer scoring to
picture ADR, SFX assembling. video sweetening, and mix
ing to picture

Direction: Dallas Sound Lab 1s designed to meet the com
plete needs of clientele dealing with any aspect of audio
production from simple voice over production to cotnplex
48 track digital/analog recording to video or hlm

{24 +] DIGITAL SERVICES RECORDING

5805 Chimney Rock Rd., Houston, TX 77081

(713) 664-5258

Owner: John A Moran

Studio Manager: Chnis Smith

Engineers: Trent Burns, Gary Moon. John Reed, David
Kealy. Bill Holford. independents

Dimensions of Studios: Studio A 35 x 30 x 20 w/is0
booth

Dimensions of Control Rooms: Studio A 22 x 25 (Russel
Burger design} B/truck 30-foot 50 truck.

Tape Recorders: (2) Sony PCM-3324, 24 track digital;
Otan MTR 90, 24-track analog, Sony PCM 1610, 2-track
digital, with DAE 1100 digital editor; Otan MTR 12, ¥, inch,
4 track and Y inch 2 track; (2) Sony RTW F1 digital 2
track, Otan S5050B 2-track, Sony cassette decks

Comprussor 8

eep it Quiet!

Oigital Services

|

DIGITAL SERVICES RECORDING
Houston, TX

Mixing Consoles: Studio A: SSL Series 600CE, 48 x 32
w/Studio Computer and Total Recall, Studio B MC1 636
36 x 24 (automated) and Neve 5442 8 x 2 submixer
Monitor Amplifiers: Crown PSA2s, QFC 3500s
Monitor Speakers: Meyer 833s, UREI 813s, JBL 4411, JBL
4311s, MDM-4s, MS.10, Auratones.

Echo, Reverb & Delay Systems: Lexicon 224 w/LARC
PCM70, Sony DRE 2000, Lexicon Prime Time If, Eventide
969 Harmoruzer delay, Scamp delay, Master Foom 30
Other Outboard Equipment: Scamp Rack (8) nose
gates, (4) compressors, (2) sweep EQs, (2) De-essers, ADR
Vocal Stresser, dbx 160X comps. dbx 166 stereo comp
DeltaLab 1020 digital delay, SAE tuner and much more
Microphones: Neumann 87 tube, 67 tube, 47 FET, 89 and
69 stereo, AKG, Sennheiser, Shure, Crown, E V., lots of all
of them

Instruments Available: E-mu SP 12 drum machine. Ya
maha DX7, KX88 (keyboard controller), Yamnaha MIDI rack
seven-footgrand piano. Anything available upcn request
Video Equipment & Services: Complete audio for vid
and hlm post-production 72-track mix to picture. Adams
Srmth 2600 5 machine sync. under control of SSL computer
Rates: Available upon request

Extras: Comnplete remote services w/our TEC nominated

Expander A

remote truck complete t key audio f
and film We are the only CD master tape
the Southwest

Direction: Credits Films—Stop Making Sense Yent! For
All Mankind, Digital Dream Videos—Culture Club tor
Cinemax Cable, Carl Lewis tor Quest Records, ADC/Cap:
tal Cities Sesquicentennial broadcast ot Wilhe Nelson and
Houston Symphony E&D Digital Services— Van Chburn
international pilano competiion tor PBS Gallagher Live
tor Showtime Cable Records/Compact Disc—Neul Young
Frank Zappa, Barbra Streisand, Talking Heads. Willie Nel
son Meryl Haggard Winton Marsalis. lots more of all ot the
above

ecords video
ep I« ty

(24+]) EAGLE AUDIO, INC

911 So. Main St., Ft. Worth, TX 76104
(817)877-4338

Owner: Mike McColm, Curtis Butts, David Peloubet
Studio Manager: Mike McColin

[24+) EDENWOOD RECORDING STUDIOS
7319C Hines Pl. Ste. 201, Dallas, TX 75235
(214) 630-6196

Owner: Jerry Swattord

Studio Manager: Jerry Swaltord

{24+) EL ADOBE RECORDING
5301 El Paso Dr., El Paso, TX 79905
(915) 772-7333

Owner: O S. Enterprises

Studio Manager: Robert Hernandez

[24+] EMMIT BROOKS RECORDING STUDIO
115 E. Idaho Ave., Las Cruces, NM 88005
(505) 524-1889

Owner: Emnut H Brooks

Studio Manager: Emmit H Brooks

[24+]) EUROPA SOUND CENTRE
also REMOTE RECORDING

101 W 38th St.,, Austin, TX 78705
(512) 450-0663

Owner: Peter S Butcher

Channel A V.CA

e Gain reduction

e O memm—a
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Now, the Model 610 Dual Compressor/
Expander is unsurpassed in perform-

ance and pricel We've increased the dealer discount, so you can
save over $100.00 on an immediate purchase. To find out just
how much you can save, visit your favorite Valley dealer for a
“demo and dickering” session.

The Model 610. . . unsurpassed in performance or price! (Keep
it quiet, so you don't have to stand in line.)

VALLEY PEOPLE, INC. « PO. Box 40306 « 2817 Erica Place « Nashville, TN 37204 « (615) 383-4737 « TELEX 3785899 « NASH AUDIO
VALLEY PEOPLE INTERNATIONAL « C/O Gotham AG. Regensdort Switzerland « Telex 59222 gothm ch. Tele 0041-1-800-0144
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CCS

Crystal

Clear Sound

24 TRACK RECORDING
——

* MCI JH-636 CONSOLE

¢ MCI & STUDER RECORDERS

¢ LEXICON REVERB

¢ LEXICON, KORG, EVENTIDE,
DBX, ORBAN EFFECTS

¢ LARGE STUDIO & CONTROL
ROOM

¢ STUDIO CAT!!

[i==—C=—< ——=1
4
=]
¢ BLOCK RATES
¢ COMPLETE ALBUM PACKAGES

¢ INCLUDES: Time, Tape,
Mastering, Pressing, Printing

Call (214)630-2957

4902 Don Drive » Dallas, TX 75247

Circle #118 on Reader Service Card

THE SV-1000 MINI-LOC GIVES YOU
AUTO-LOOP, AUTO-RECORD,
AUTO-LOCATE, AND MUCH MORE
AT A VERY AFFORDABLE PRICE.

The Sv-1000 1s a blessing to musicians with only two hands
Pandel Collaros. Session Recording. N.Y.C.. Teac A2340 SX

'l find the Auto-Loop feature a real time saver in mixing 30 se-
cond TV and Radio spots ™ Jon St. James, Formula One. La Habra
CA (f Steele. St £l . Hilt Street Blues, Bob
Newhart). Tascam 85-16B

My Mini-Loc s the most valuable addition to my 85-16B Paul
Ounlop. 108 Film Scores tncluding / Was A Teenage Werewoll
LA CA

The Mini-Loc has worked beautifully on our 3M M79 24 Track
| hughly recommend 1t for any machine” Dan Decker. Sound Im-
pressions, Milwaukie. OR

The most cost-etfective unmt in my studio, the SV-1000 has
defintely saved countiess hours of studio ime with its Auto-Locate
and Auto-Record in-out functions ™ Wayne Cardiff, Katy, TX Otan
MX 5050 MK111-8

The SV-1000 1s a great step saver and it Auto-Record punches
with incredible accuracy” Carl P. Davino, Sue's Sound Ktichen
Co Ram. N Otan MX 5050 8SHO

“With the Sv-1000's accurate Auto-Punch In-Out feature, my tape
recorder now works fike my sequencer” Randy Moore. House
of Hits, North Hollywood. CA Teac 3440

SOUND AND VISION
8033 Sunset Blvd., Suite 928
L.A., CA 90046 » 805-496-1518

Circle #119 on Reader Service Card
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{24 +] GOODNIGHT DALLAS

11260 Goodnight Ln., Dallas, TX 75229

(214) 241-5182

Owner: Gordon Perry

Studio Manager: Don Seay

Engineers: Ruben Ayala, Don Seay, Thom Caccetta, David

Gray

Dimensions of Studios: 33 x 33.

Dimensions of Control Rooms: 20 x 20

Tape Recorders: Otart MTR 90-11, 24 track, MCI 110B, 2/4

track, Studer B-67, 2 track, Ampex 440B, mono; Sony

SOLES digital 2-track

Mixing Consoles: NEVE 8128 w/Necam 96 automation,

28 x 24, MCI 528B, 28 x 24

Momlor Amplitiers: Yamaha P2200, BGW 250D, Crown

Momlor Speakers: Auqspurqer custom monitors w/JBL

components, Yamaha NS-10s. Auratone cubes

Echo, Reverb & Delay Systems: Valley People Dyna Mites

MICMIX Dynatex, UREI 1176 compressors, Neve compres

sors, Orange County compressors Gain Brain imiters, Ke
pex e gates, Dolby A system

Microphones: Neumann UB87s.U47 FETs, KM 84 and 85s,

AKG C4l4s, 4515, DI60Es, Sennheiser 421s; Shure SM57s

and SM53s E V RE1S5s

Instruments Available: Kurzweil 250, Yamaha DX7, Ham

mond B3 w/Leslie cabinet, Prophet 600, Steinway nine

foot Oberheim DMX, LinnDrum, Marshall guitar amps

Yamaha drum set, assorted guitars and basses

Vldeo Equlpmen! & Services: BTX Shddow w/Interlock

Sony V0S800 % inch deck. lkegam

Rates: Call lor specific needs

ARAYITY
REBDRBING

r
|
l
|

GRAVITY RECORDING STUDIOS
Nogales, AZ

[24+] GRAVITY RECORDING STUDIOS

141 Spur Pl, Nogales, AZ 85621

(602) 281-1746

Owner: Miguel Cnisantes

Studio Manager: Miguel Cnsantes

Engineers: Miguel Crisantes, Manuel Ahumada
Dimensions of Studios: 19 x 39. (drum booth 9 x 14).
Dimensions of Control Rooms: 19 x 23.

Tape Recorders: Otant MTR-90, 24-track; Otan MTR-10,
4 track; TEAC 35-2, 2-track, TEAC 122, cassette; Technics
M95, cassette

Mixing Consoles: Rupert Neve V.36 custom 36 x 48
Monitor Amplifiers: UREI 6500 w/ UREI filters, MclIntosh
2200

Monitor Speakers: UREI 811, Tannoys, E-V Sentry 100s
Echo, Reverb & Delay Systems: Lexicon 224 w/all pro-
grams, Lexicon 200 w/all updates, Sound Technology

Ecoplate, Lexicon PCM70, Lexicon Prime Time 95, Lexi
con Prime Time 1]

Other Outboard Equipment: Harmonizer H949, Delta
Lab DLI, MXR Doubler/Flanger, Valley People hmter/
gates, UREI 1178, dbx 165, dbx 162, EXR Exciter Scott
graphic analyzer, Aphex Compellor, 9+4 gates
Microphones: Neumann U89, U47; AKG 414; Sennheiser
421; E-V RE16; Beyer 500, KM45; Shure SM7, SM57
Sony

Instruments Available: Kurzweil 250 w/Macintosh com
puter, DX7, TX7, Roland JX8P, Synergy, OB8, Hammond
B3 w/Leslie, LinnDrum, Linn 9000, Kimball 6’9" grand
piano, Tama Star drums, Ludwig drums w/Paiste cymbals
Video Equipment & Services: VCR available tor videc
sweetening

Rates: Please call for current rates

[24+] HOLLYWOOD PRODUCTIONS
also REMOTE RECORDING

P.O. Box G, Groves, TX 77619

(409) 962-6366

Owner: Dana Melancon

Studio Manager: James Majors

{24+] INSIDE TRACK, INC

313 N. Locust, Denton, TX 76201

(817) 566-2367

Owner: Jay and Lynne Miller

Studio Manager: Lynne Miller

Engineers: Troy Powers, Jeft Wrenn, Martin Walter
Dimensions of Studios: Studio 20 x 30, drum booth 10 x
10, vocal booth 10 x 10

Tape Recorders: 24 x 24

Tape Recorders: Sony digital 701ES, 2 track. MC] JH-24
Technics 1500, 2-track, TEAC 122B, 2 track; Harman-Kar
don CD9l, 2-track

Mixing Consoles: Tndent Senes 70

Monitor Amplifiers: Crown, Akai

Monitor Speakers: ]BL 4411, Auratones

Echo, Reverb & Delay Systems: Lexicon 200 digita
reverb, Master-Room XL305 reverb, Tapco 4400 reverb,
Eventide H910 Harmonizer, Deltalab 256 and 1024 DDLs
Other Outboard Equipment: Aphex Aural Exciter, Or
ban “"Optimod” stereo comp/himiter/de esser, UREI LA
4 As, Tapco stereo 10-band graphic EQ, Technics turntable
dbx 160 limiters, dbx 900 noise gate rack
Microphones: Neumann, AKG, Sennheiser, Crown
Shure, Beyer, TEAC, Electro-Voice

Instruments Available: Six foot grand piano built by
Kawa, vintage acoushc and electric guitars by Gibson,
Guild, Ovation, and Washburn, Fender guitar amps, Linn
9000, Oberheim Xpander, Yamaha DX7 and DX Procom
puter package

Video Equipment & Services: Betaand VHS single cam
era “live” recording

Rates: $75/hr with block rates available

[24+] IXTLAND RECORDING STUDIO

6326 Sovereign Ste. 160, San Antonio, TX 78229
(512) 341-0443

Owner: Xavier Garza

Studio Manager: David T. Martin

[24+] JANUARY SOUND STUDIOS, INC

3341 Towerwood Dr. Ste. 206, Dallas, TX 75234
(214) 243-3735

Owner: January Sound Studios, Inc

Studio Manager: Dennis Lowe

Engineers: Chns Green, Dennis Lowe, Larry Wallace,
Linda Adelkoff, Russ Alvey

Dimensions of Studios: A: 22 x 35;B 12 x 15
Dimensions of Control Rooms: A: 18 x 22; B: 14 x 20.C
15 x 17

Tape Recorders: 3M digital M-81-32, 32-track; (2) 3M
digital (w/digital editing) M-81-4, 4-track; (2) MC1/Sony
JH-24, 24-track; MCI 110C, 8-track; (4) MCI JH-110B (%4
inch and %2-inch heads), 2-track; MCI1 4 JH-110A, 4-track;
Sansu digital PC-X1 PCM, 2-track

Mixing Consoles: (2) MCI536 D AF/LM, 36 x 32; Tndent
Series 70, 16 x 16

Monitor Amplifiers: Mclntosh, Crown, BGW.

Monitor Speakers: Custom Sierra control monitors, ]BL
4430s; Westlake BBSM 6-Fs; JBL 4313-Bs, JBL 4401s; Aura
tone 5Cs

Echo, Reverb & Delay Systems: Lexicon 224, Klark
Tekmk DN 780: Lexicon Prime Time EMT 140; EMT 240
(Gold Foil); AKG BX 20 E1; Ecoplate; Space Station SST
282; Marshall Time Modulator 5002; Sequential Circuits
PRO-FX 500; Alesis XT; DeltaLlab DL2, Eventide 1745M,
H-949, H-910; ART O1 A and DR1

Other Qutboard Equipment: Comp/lim: dbx 165As
165s, 160Xs; Valley People Dyna-Mutes, Teletronix LA-2A
UREI LA-3As; Allison Kepex and Gain Brains; EQ: UREI
535 graphic; UREL 530 graphic; URE] 546 parametnic;
Orban 621B parametric. Other: US Audio Gatex; Barcus
Berry BBE 202R; Burwen TNE 7000A and DNF 1210A;
A.DR. F769 X-R Vocal Stresser; 30 channels of dbx; 54
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channels of Dolby A; 3M digital editing system.
Microphones: Neumann U87s, U47, M49s, KMi 84s:
AKG C-24 stereo tube, C-414-EBs, C451-Es, The Tube;
Schoeps MK-4s Collette Series; Sennheiser MD-421s,
441. MKH 405s: RCA 77DXs; E-V RE20s, CS15Es; Country
man EM 101; Crown PZM: Shure 57s: Sony F113s; Beyer
M160

Instruments Available: Steinway nine-foot grand piano,
Fender Rhodes, Fender Rhodes with Dyno-My-Piano mod-
ihcations; Kawai with tack prano modifications

Video Equipment & Services: Sony BVU-800 %-inch
record/play: Sony U-matic player; (2) JVC VHS decks:
MCI JH-45 and 48 interlock and SMPTE time code
generator.

Rates: Call for standard and block rates

(24+] JASPER SOUND STUDIO

3401 Harper's Ferry, Austin, TX 78745

(512) 282-2734

Qwner: Gordon R. Garrison

Studio Manager: Gordon R. Garrison

Engineers: Gordon Garrison, Luis Morales, Brian Green
Dimensions of Studios: 15 x 20 main room. 8 x 10 drum
booth, 7 x 10 piano booth

Dimensions of Control Rooms: 16 x 10.

Tape Recorders: MCI JH-24, 24-track; Technics 1506,
2-track; Technics 1520, 2-track; Sansui (PCM digital) PCX.
11, 2-track; Nakamichi BX 1. cassette; Onkyo TA-2056,
cassette.

Mixing Consoles: Rivendell (custom) 28 x 4, w/Valley
People mic preamps

Monitor Amplifiers: Crown PSA-2. White 3rd octave
voicing

Monitor Speakers: Westlake BBSM 6, JBL 4311s, MDM
4. Auratones 55

Echo, Reverb & Delay Systems: Lexicon 200, Lexicon
Prime Time 1I, MICMIX XL-305, DeltaLab, Effectron II
Fostex 3050,

Other Outboard Equipment: URE! 1176 comp/limiters,
dbx 163, Technics SH-9010 parametnc EQ, Biamg graph
1c, Dyna-Mites, Omni Craft GT-4

Microphones: Sennheiser MD-421, MD-441; AKG C451E,
C414-EB DM 1000, DM-500; Beyer 88; Neumann U47
FET, Shure SM57, SM58; E-V RE20. Have access lo AKG
Gold Tube, AKG C12A Tube vintage

Instruments Available: Kawai 5’8" grand piano (1solahon
booth), Tama drum kit (isolation booth), Hiwatt lead 30
amp, vanous guitars available including Rich “Bitch,’
Guild S-284, Martin D-28. Martin D-28-12 string, and
others. Keyboards include, Yamaha DX7, Roland Super
Jupiter module, JX-8P, Juno 60, Roland 707 drum machine.
Rates: Available on request

JUNGLE STUDIOS
Lubbock, TX

(24+] JUNGLE STUDIOS

P.O. Box 2878, Lubbock, TX 79408

(806) 763-0706

Owner: Nebe Communications/Adv , Inc

Studio Manager: Allan Smith

Engineers: Phil Vinall, im Mason.

Dimensions of Studios: 40 x 20

Dimensions of Control Rooms: 18 x 17

Tape Recorders: Soundcratt 760 Senes, 24-track; Studer
B-67. 2-track; Otari MX5050, 2-track

Mixing Consoles: Sound Workshop Series 34 w/ARMS
11,36 x 24

Monitor Amplifiers: Adcom GFA-555 high currentamps
Monitor Speakers: B&W 808s, Dahlguist DQM-9s
Echo, Reverb & Delay Systems: Lexicon 200 and
PCM60 digital reverbs, Korg SDD3000 digital delay,
Lexicon Super Prime delay, AMS delay /sampling, Draw-
mer noise gates,

Other Outboard Equipment: Lexicon PCM70 digital
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processor; Sony PCM-701 ES digital processor; Klark
Teknik DN60Q spectrum analyser; Eventide Clockworks
H949 harmonizer; Klark-Teknik DN360 graphic equalizer;
Audio+Design F769X-R Vocal Stresser; Orban 424 De-
esser; Dynacord CLS222 Rotosound; Nakamichi MR-1
Deck.

Microphones: Beyer Dynamic M88N(c); Georg Neu
mann KMi47s, SN69FET, U87is, M49; Tascam PE-120,
Sennheiser 421s; assorted AKG. Shure and Beyer mics;
recording systems QB-3 and QB-1 distribution boxes.
Instruments Available: Yamaha C3 conservatory grand
piano, Fender Precision Basses and Stratocasters, Sey
mour Duncan Convertible amp; G&L C2000 bass; Martin
D18; Taylor 12-string; Sonor Signature drums; Simmons
SDS-V drums; Yamaha DX7; Korg 61

Rates: Call for best rates, please!

Extras: With British engineers that worked at Eel Pie
Studios, Maison Rouge, Eden Studios, etc., for projects like
Dire Straits, Black Sabbath, the Eurythmics, e:c., we try to
create certain "European Sounds.

[24+] KLUDGIT SOUND, INC

also REMOTE RECORDING

Box 171, Cerrillos, NM 87010

(S085) 471.0051

Owner: Baird Banner

Studio Manager: Busy McCarroll Banner

Engineers: Baird Banner

Dimensions of Studios: 35 x 22 w/oak floors.
Dimensions of Control Rooms: 18 x 15

Tape Recorders: Otart MTR-90, 24-track; Otan MTR-12
2-track: Otan MX5050, 2-track; Pioneer RT701, 2-track
(2) Tascam 122B cassettes.

Mixing Consoles: Sound Workshop 4036, 301n x 24 out,
w/32channel ARMS automation; Soundcratt 24-2, 24 1n
x 2 out

Monitor Amplitiers: (2) BGW 500/250; URE! 6500
power amp.

Monitor Speakers: JBL 4430 Bi-Radials; URE! 828 Time
aligned; SPICA Auratone and SC 50s, Tannoy.

Echo, Reverb & Delay Systems: Lexicon 224 digital
reverb, Ecoplate reverb, Lexicon Super Prime Time,
Lexicon 102 stereo digital delay, Eventide Clockworks
#910 Harmonizer, Roland Space Echo RE201, Mutron B
Phase, MXR phase, MICMIX, Lexicon PCM70, Roland
SRV 2000.

Other Outboard Equipment: (2) URE! 539 room EQs:
UREI 527 /3 octave EQ: (4) Valley People Kepex lls: (2)
UREILA-2 tube limiter/compressors: dbx 162 stereo com
pressor/hmter; Dolby A noise reduction; dbx effects rack
w/sibilance compressor, UREl 545 parametnc EQ: (2)
UREI 1176 LN limiters.

Microphones: Shure SM81, SM57, 58, 59s; Neumann
U47, U48s; Crown PZMs; AKG 451, E-V RE20s, Beyer
—LISTING CONTINUED ON NEXT PAGE

Isn't in Los Angeles, that is. Or

Hollywood. Or the Valley. We're in

Pasadena, where the traffic is light,
there’s always a place to park,

THE BEST

PRO AUDIO
DEALER IN
LOS ANGELES,

and nobody hustles you for
a deal.

The AEA demonstration

rooms are second to none.
And, our highly qualified sales
staff can assist you in running

a vast array of equip-
ment through its
paces. We've been

designing and building studios, both
large and small, for years so we can
help you select just the right mix of gear.

ISN'T.

We want to help you put together a
facility that will do exactly what you want

it to do. Today, and tomorrow.
And, we're willing to bet
that the AEA service crew
is more nit-picky than
you. Not only will they
see to it that your
equipment is totally up
to spec, they'll help
you keep it that way.
So, if you're
looking for a truly full
service pro audio
dealer, give us a call.
Or drop by almost
any day but New
Years Day. We're
in Pasadena,
remember.

ongrasrs NN
Qsiocioes

1029 North Allen Avenue
Pasadena, CA 91104
(213) 684-4461, (818) 798-9127
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Dynamic; Beyer nbbon; Sennheiser 421 and 441, AKG
"The Tube’

Instruments Available: LinnDrum LM2 syntheiszer; Ka-
wai grand piano, Wurltzer elecirnc piano, assorted drums
and percussion, other instruments available by appoint-
ment

Video Equipment & Services: Engineers have extensive
experience In audio recording for video; we will in the
near future have sweetening capabilihes

Rates: $80/hr. 24 track, please call for more intformation
on block discounts and accommodations.

Extras: Kitchen, sauna, quest houses, quiet country atmos
phere

Direction: The only full production 24 track studio cur
rently in New Mexico, we also ofter PA, consultation, and
installation services to regional clubs and theatres Partial
credits include Flora Punm & Airto Moreira, Bow Wow
Wow for RCA Records, The Grandmothers. Michael
Murphy

[24+) LIMELIGHT RECORDING STUDIO
5116 34th St., Dickinson, TX 77539
(713) 337-1272

QOwner: Don Westmoreland

Studio Manager: Don Westmoreland

[24+]) LOMA RANCH STUDIO

Rt. 1 Box 97A3, Fredericksburg, TX 78624

(512) 997-3521

Owner: John and Laune Hill

Studio Manager: john Hill, Launie Hill

Engineers: John L Hill, Ron Woods, Riley Osbourn
Dimensions of Studios: 24 x 24 x 11 5.

Dimensions of Control Rooms: 14 x 12

Tape Recorders: Studer ABOVUMKIII, 24-track, Studer
ABIO, 2-track, Technics 1500, 2-track, Sony TC-81. 2 track
Mixing Consoles: Neotek Senes I, 28 x 24

Monitor Amplifiers: QSC Series 1113500, Yamaha P2100
Monitor Speakers: |BL,4313Bs, Auratones.

Echo, Reverb & Delay Systems: Lexicon 200, Lexicon
PCM70, Roland SRV 2000, DeltaLab DL 1, Roland CE 300
Super Chorus

Other Outboard Equipment: LinnDrum, Aphex Compel
lor, Gatex gates, dbx 165s and 163s. dbx 150, Valley People
line interface, Studer factory varnspeed for multi track
Microphones: Neumann, AKG, Beyer, Shure, Electro
Voice, Couniryman direct boxes

Instruments Available: Knabe baby grand, Yamaha DX7
Gretschdrums, Linn tngger pads, Oberheim OBX, Prophet
5, Roland BXP, Juno 60

Rates: Call for rates

[24+]) LONG BRANCH STUDIOS

also REMOTE RECORDING

6314 E. 13th St,, Tulsa, OK 74112

(918) 832-7640

Owner: Bill Belknap, Walt Banfield

Studio Manager: Gregg Gardner

Engineers: Bill Belknap. Walt Bantield, Gregg Gardner
and freelancers

Dimensions of Studios: 80 x 50 w/40 foot ceiling Largest
studio in the Southwest

Dimensions of Control Rooms: A 18 x 22 (brand new) B
12x 18

Tape Recorders: Ampex MM 1200, 24 track, Ampex MM
120, 16 track, (3) Ampex ATR 102 mixdown 2 track, Nagra
#3 and #4, 2-track; Scully 2 track, Technics SV 100, 2

track digntal

Mixing Consoles: Automated Processes Inc. 24 in x 24
out w/additional eight channels for mixing, portable eight
channel w/ APl parts

Monitor Amplifiers: Mcintosh MC 2300, Crown D 150
Crown 300-A, BGW 100, Phase Linear 930.

Monitor Speakers: Studio Altec Super Reds, contro
room: Big Reds, Century 100-A, Auratones.

Echo, Reverb & Delay Systems: EMT plate AKG BX 10,
MICMIX, Evenhde Harmonizer, roon delay, Lexicon/Ef
fectron/Yamaha digital reverb

Other Outboard Equipment: Graphic EQs, sibilance
control, UREl LA 3A compressor/hmiters, UREl 1176
compressors, APl 525 compressor/hmiters, instant flang

ers, notch hlter, Kepex's, Orban compressors, Allison
Research computer automation, Dolby playback (2 chan

nel), dbx (4 channels), Min1 Mag sync system, video sync
transient shmulator, GT gates

Microphones: Neumann, Sennheiser, Shure, Electro
Voice, Crown PZM, RCA, Beyer, AKG, Sony, large selec
tion of each

Instruments Available: Yamaha nine tootgrand, Rhodes
electnc piano. Jupiter 4 synthesizer, Camco studio drums
various percussion, various drum machines, Simmons
electric drums, DMX drum machine, Yamaha DX7 synth,
alphaSyntaun computer keyboard, Fender Precision bass
quitar, Ensoniq synthesizer

Rates: Available upon request
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[24+) LONGHORN SOUND PRODUCTIONS

Box 630, 209 N. 1st, Clyde, TX 79510

(915) 893-2616

Owner: Laurence T. Gaya

Studio Manager: Jun Cabus

Engineers: Randy McCoy, Brad Busby

Dimensions of Studios: 25 x 38 x 12, LEDE.
Dimensions of Control Rooms: 20 x 17 x 10 LEDE.
Tape Recorders: MCl JH-24, 24-track: MCI JH-110C, 2
track. Technics 1500 US, 2 track; Tascam 80-8, B-track;
Tascam A33408, 4-track

Mixing Consoles: Sound Workshop Senes 34, 28 x 24
Monitor Amplifiers: Yamaha, Crown, Crest, BGW, Marantz
Monitor Speakers: JBL 4430, Sentry 100, Auratones, Blamp
main monitors.

Echo, Reverb & Delay Systems: Ursa Major 8 x 32, Ya
maha R1000, Orban, Roland Echo/Chorus

Other Outboard Equipment: Valley People Dyna Mite
dbx 162 stereo comp/limiter, dbx 160 comp/hmuters
Aphex B Aural Exciter, White 4001 room /3 octave EQ
Symetrix parametric EQ, Lexicon Primme Time, DeltaLab
DL1 delay, Deltalab Acoustic comp Omn: Craft GT-4
Microphones: Neumann U87, Neumann KM84, AKG,
Sennheiser, Shure, Audio Technica, Beyer

Instruments Available: Kawa six-toot grand, DX7. Pr
phet 500, Fender Rhodes. Apple lle computer w/Passport
sottware, Drumulstor drum machine, Fender Telecaster,
Precision Bass, Rickenbacker bass

Rates: On request.

LUV SOUND & RECORDING STUDIO
Dallas, TX

[24+} LUV SOUND & RECORDING STUDIO

also REMOTE RECORDING

3784 Realty, Dallas, TX 75244

(214) 241-7854

Owner: Luv Consolidated, Inc

Studio Manager: Ken Hughes

Engineers: Gary Scott, Kenton Hughes, Bob Sullivan,
varnous freelance engineers.

Dimensions of Studios: 27 x 8; isolation booth- 10 x 12
Dimensions of Control Rooms: 18 x 16

Tape Recorders: Otart MTR-90, 24 -track; Tascam 85 16B
16 track; Otari MX5050B, 8-track; Tascam 40-4, 4-track
(2) Otan MX5050BII, 2-track; Otart MTR-10, 2-track
Mixing Consoles: Tndent Series 70 28 1n x 16 out
Monitor Amplifiers: QSC Senes Three 3500; QSC
Senes Three 3350, (2) Symetrix

Monitor Speakers: ]BL 4430, Auratones

Echo, Reverb & Delay Systems: Lexicon 200 digital
reverb, Fostex model 3180 spnng; Deltalab ADM 2048
Super Time Line, Lexicon PCM60 digntal reverb, Deltalab
Effectron |

Other Outboard Equipment: dbx 160 compressor/hmit

er; Valley People 430 Dyna Mite, EXREX 1V Exciter; Omm
Craft GT-4 gate; UREI 537 /3 octave room EQ Cassette
decks: TEAC C-3RX. Technics SL 1200 turntables
Microphones: Neumann KM 84; AKG C452, C451. 414
D12, 330; E-V RE20; Crown PZMs; Sennheiser 441; Shure
TEAC; Audio Tech; Countryman 85 FET Dis, Neumann
us7

Instruments Available: Kawa: six-foot grand piano, Ya
maha bassamp B 100, Peavey Pro 40 amp, Yamaha acous
tic guitar

Video Equipment & Services: On request

Rates: On request

Extras: Home studio for Ray Ruff, Jerry Cobb, Ken
Hugkes—producers with ten records on 1985 Bullboard's
Country Top 100 Chart. One of the fastest growing studios
in Texas Home Studio for Luv Records, includes artists
Carlette, Hollie Hughes Jerry West, Toni Price, Ralph May
Miss Texas 1985 {Jonna Fitzgerald). Johnnme High, Bob
Wills Onginal Texas Playboys, and Fiyte

LUXURY AUDIO WORKSHOP INC.
Las Vegas, NV

[24+) LUXURY AUDIO WORKSHOP INC

also REMOTE RECORDING

2570 E. Tropicana Ste. 17-19, Las Vegas, NV 89121
(702) 451-6767

Owner: LA W Inc

Studio Manager: Lee Watters

Engineers: Lee Watters. Mike Lyman, Holly Sharpe, Jerry
Hall, Regqie Dozier, Don W hitbeck, Bill Shostak, indepen
dents

Dimensions of Studios: A 1000sq. i, B 18 x 18
Dimensions of Control Rooms: A 20x 16, B 13x 12
Tape Recorders: 3M M79, 24-track. (2) 3M M79, 2-track
MCIJH 110, 2-track

Mixing Consoles: A APl 361n x 24 out, Quad 8, 26 in x
24 out; Spectra Sonics 26 24, 26 1n x 24 out

Monitor Amplifiers: Yamnaha

Monitor Speakers: A: Lakeside LM [, Auratones; B: IBL
custem, Auratones

Eche, Reverb & Delay Systems: Lexicon 224, AMS
RX1€E Lexicon Prime Time, Lexicon PCM 41, EMT 140ST
Lexicon PCM 41; Yamaha SPX 90

Other Outboard Equipment: Kepex |, UREl 1176 LN
UREILA-3A, dbx 160, ADR Vocal Stressor, Eventide Har
monizer, phasers, flangers, ADR parametnc EQ. Gan
Brain, Orban de-esser

Microphones: AKG Tube, Neumann U67, U47, U87
KM84, Sennhesier 421, 441; AKG 414EB, 451, D-12E;E V
RE2C, RE16; Crown PZM; RCA DX77, 44; Shure SM56
SMS57, SM58, SM8l, 545, 505, 565

Instruments Available: Ensonig Mirage, Kurzweil 250
(updated) w/expander module, (2) Oberheim DX drum
machines w/Simmons chip, Yamaha DX7. Roland JX8P
Stud:o A Yamaha six fcot grand piano, Studio B: Yamaha
five foot grand

Video Equipment & Services: Video o audio lockup
available

Rates: A" $100/hr, B $70/hr

Direction: L.A.W. 1s the hnest state of the art recording
studi in Las Vegas We make today’s musical and record
1ng technology available nght at your hngertips with MIDI
systems and the newest digital instrument and processors
that are available. With two 24-track rooms, L AW, hashme
avallable for you. We wculd hke to thank the artists who've
selected L AW- Gladys Knight and the Pips, BB King
Sylvia, Oak Ridge Boys. Doc Severenson, Eddie Rabbitt
and many others

{24+] MARTIN RECORDING CO. INC.
also REMOTE RECORDING

120 Castellano, El Paso, TX 79912
(915} 532-2860

Owner: Scott Martin

Studio Manager: Howard Steele
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M lx READER lNQU l RY SERV'CE ISSUE: JULY 1986/CARD EXPIRES NOVEMBER 1, 1986

Name Phone
Company Title
Address
City State Zip
Check each advertisement or editorial piece for corresponding number
PLEASE CIRCLE ONE ENTRY FOR EACH CATEGORY: | and circle betow, (Maximum 20 tems).” S
1. Principie activity ot your 4. No. of years In industry: 001 031 061 091 121 151 181 211 241 271 301 331
business: A Less than 1 002 032 062 092 122 152 182 212 242 272 302 3
A Recording Studio B 1- 3 003 033 063 093 123 153 183 213 243 273 303 333
B. Sound Reinforcement C 4- 004 034 064 094 124 154 184 214 244 274 304 334
C. Equipment Supplier D. 8- 12 005 035 065 095 125 155 185 215 245 275 305 335
D. Equipment m& E. 13 or more 006 036 066 096 126 156 186 216 248 276 306 336
E Record Ta rocessng 5. what is your annual 007 037 067 097 127 157 187 217 247 277 307 337
F. Video Pr " budget for eq 7 008 038 068 098 128 158 188 218 248 278 308 338
G. Video Post-Production o e 009 039 069 099 129 159 189 219 249 279 309 339
H. Broadcast 2 $50,000 -§149,000 010 040 070 100 130 160 190 220 250 280 310 340
. Record Company 3 $150,000-$249,000 011 041 071 101 131 161 191 221 251 281 311 341
J. Production Company 1 $250,000-8499,000 012 042 072 102 132 162 192 222 252 282 312 342
K Contractor/Instalier 5 Over $500,000 013 043 073 103 133 163 193 223 253 283 313 343
L Studio Design Acoustics i " 014 044 074 104 134 164 194 224 254 284 314 344
M. Recording/Music School 6. This inquiry for: 015 045 075 105 135 165 195 225 255 285 315 345
2. Job Title A. Immediate purchase 016 046 076 106 136 166 196 226 256 286 316 346
" A Owner/Man B. Files 017 047 077 107 137 167 197 227 257 287 317 347
B Sales M 7. Purchasing authority: 018 048 078 108 138 168 198 228 258 288 318 348
C. Producer 1. Recommend 019 049 079 109 139 169 199 229 259 289 319 349
D. Engmeer 2. Spectly 020 050 080 110 140 170 200 230 260 290 320 350
E Technician 3 Approve 02t 8:; 081 111 141 71 201 231 261 g; 321 351
: 022 082 112 142 172 202 232 262 2 352
G (ol 8 oy o My 9ot this 023 053 083 113 143 173 203 233 263 293 33 353
H Musan/Performer Copy of Mix? subscripdon 024 054 084 114 144 174 204 234 264 294 324 354
B Recording studio! 025 055 085 115 145 175 205 235 265 295 325 355
3. Read Mix primarily for: Production faci 026 056 086 116 146 176 206 236 266 296 326 356
1. Technical/Appiications c NowsSand ] 07 057 087 117 147 177 207 237 267 207 3T 357
anticles B Audio Video retaier 028 056 088 118 148 178 208 238 268 298 328 358
2 News columns £ Ot 029 059 089 119 149 179 209 239 269 299 329 359
3 Music industry coverage 4 030 060 090 120 150 180 210 240 270 300 330 360
4. Interviews
5. New product columns Circle number 360 for 12 monthly issues of Mix and we will send you
6. List subscription information.
7. Advertising

=

4&_ P

To receive more information on the products and services advertised in this
issue of Mix, circle the corresponding numbers on the attached reader
service postcard, detach and mail promptly. Please supply all information

requested.

"Important notice to readers: reader service inquiries are mailed directly
tothe advertiser, who is solely responsible for sending out product informa-
tion. Mix does not process inquiries or guarantee advertiser response

Mlx READER lNQU l RY SERV'CE ISSUE: JULY 1986 /CARD EXPIRES NOVEMBER 1, 1986

Name Phone
Company Title
Address
City State Zip
Check each advertisement or editorial piece for corresponding number
PLEASE CIRCLE ONE ENTRY FOR EACH CATEGORY: and circle below. (Maximum 20 items). 9
1. Principle actlvity of your 4. No.of yoars in industry: 001 031 061 091 121 151 181 21t 241 271 301 331
business: A Less than 1 002 032 062 092 122 152 182 212 242 272 302 33
A Recording Studio B 1- 3 003 033 063 093 123 153 183 213 243 273 303 333
B Sound Reinforcement C 4-7 004 034 064 094 124 154 184 214 244 274 304 334
C. Equipment Suppier D. 8-12 005 035 065 095 125 155 185 215 245 275 305 335
[E>. Equipm;a‘pq E 130r more 006 036 066 096 126 156 186 216 246 276 306 336
. Record/Tape Processing 007 037 067 097 127 157 187 217 247 277 7 337
F. Video Production & m,’,{,‘:‘gﬁ?m'ﬂn 008 038 068 098 128 158 188 218 248 278 308 338
G. Video Post-Production Under $50,000 009 (039 069 099 129 159 189 219 249 279 309 339
H. Broadcast z $50,000 -$149,000 010 040 070 100 130 160 190 220 250 280 310 340
. Record Company 3 $150.000-$249,000 011 041 071 101 13t 161 191 221 251 281 311 341
J. Production Company 2. $250,000-$499,000 012 042 072 102 132 162 192 222 252 282 312 342
K. Contractor/installer 5 Over $500,000 013 043 073 103 133 163 193 23 253 283 313 343
L Studio Design/Acoustics e : 014 044 074 104 134 164 194 224 254 284 314 344
M Recording/Music School 6. This inquiry for. 015 045 075 105 135 165 195 226 255 285 315 345
2. Job Title A Immediate purchase 016 046 076 106 136 166 196 26 256 286 316 M6
A Owner/Man B. Files 017 047 077 107 137 167 187 227 257 287 317 347
B, Sales/Marketing 7. Purchasing authority: 018 048 078 108 138 168 198 228 258 288 318 348
C. Producer 1. Recommend 019 049 079 109 139 169 199 229 259 289 319 349
D. Engmneer 2 Specity 020 050 080 110 140 170 200 230 260 290 320 350
E Technician 3 Approve 021 051 081 111 141 177 201 231 261 291 321 381
} ftant 022 052 082 M2 142 172 202 232 262 292 32 3N
& Swaem” B :lo';ei:'d gy ot 023 053 083 113 143 173 203 233 263 299 323 353
B M /Pertorm 024 054 084 114 144 174 204 234 264 294 324 354
b=l ~ O P oseftion 025 055 085 115 145 175 205 235 265 295 326 355
3. Read Mix primarily for: Pt ol 026 056 086 116 146 176 206 236 266 296 326 358
1. Technical/Applications €, hcue oon facilty, 027 057 087 117 147 177 207 237 267 297 327 357
ancles 6. AT Tetailer 028 058 088 118 148 178 208 238 268 296 328 358
2. News columns E Other 029 059 089 119 149 179 209 239 269 299 329 359
3. Music industry coverage 630 060 090 120 150 180 210 240 270 300 330 360
4. Interviews
S. New product columns Clrcle number 360 for 12 monthly issues of Mix and we will send you
?- h‘;egssmg World Radio Histo subscription information.
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MIDCOM
Irving, TX

{24+) MIDCOM
only REMOTE RECORDING
Three Dallas Communications Complex Ste. 108
6311 N. O’'Connor Rd. LBSO, Irving, TX 75039
(214) 869-2144
Owner. Mike Snupson
Engineers: Mike Simpson Jett Jones, i Kitkpatock, Jun
Re Richard A Bob Singl C 1 Rot D

N
Dimensions of Studios: Remote facility
Dimensions of Control Rooms: 75 x 235 x 8
Tape Recorders: (2) Otant MTR 9011 24 track, Otart MTR
10C 2 track w/ centet track imecode, Studer A810, 2 track
w ] 1 14
Otar 3 ( July, 1986), 32
ttack Nakatnichi MR 1B, cassette recotder, dbx mudel 700
digita
Mixing Consoles: Soundcraft TS 24 custom version, 32 x
24 x ib x 2 x 1, Soundcraft Series BO0B 32 x 8 x 2
Monitor Amplifiers: Hafle1 P 505 and P 225 BGW Model

/5dn J Aurater
Monitor Speakers: |BL. 4430 Bi Radial w/White stiu
mn TN 1ents 44 30

Echo, Reverb & Delay Syslenxsalxxncon M( del 480 digi

vtb, Lexicon Mudel 95 Prne Tine 1] digital

Other QOutboard Equipment. 24 channel ITM noise
reduction frame (accepts Dolby, dbx ot Telcon), dbx Series

trames equipped w comp/hmiters, 904 noise
gates 905 parametne EQs 906 flanger and MICMIX dynia

interfaced to full duplex FM on-board repeater system

RRC and celluiar mobile telephones KTS 414 and 416
distribution aniphtiers Pr | k pl . Cus
tom 1 x I butter/ distnbution amplifier capable ot dnving
at 28 dBm, Telco interface via 48 pair ADC Ultrapatch to
dedicated patch panel, each pair w/sepatate resishive
tern and/or capacitive coupling Four RDLs on
board tor auto answer stand by program teeds 400 ft
power and 42 pair snake on DC motor driven reels
Microphones: Neumann U8Ys, TLM170s, KM84, AKG
C-414 EBP 48, Senuhesier, MD44ls, MD42ls, Beyer
SM57s, SM8ls, SD8Ss, Crown PZM GPB30s, 2LVs. Cetec
Vega R 42 handheld and lavalier wireless microphones
systems available at extra charge
Video Equipment & Services: Cipher digital (BTX) Sha
dow Il and Cyphet SMPTE un htcinzahon sys
tern interfaced to our MTR Y0s MTR I0C and Stude
ABIO We also carry a Sony VO-5800 U matic % inch
video recorder/player, a Panasonmic AG-6800 VHS Hi-fi
re 2)
W carera: ) 12 input
routing switchers, (3) ADC 'Humbuckers,” (8) external
inputs
Rates: Call tor rates Very competitive
Direction: Credits' Seventh Van Cliburn International
st
1" - Meadows Award Recipient for Bob Banner Associ
ates, Dony and Reba Ramnbo in concert tor Tnnity Broad

cashng Fashion Hit Keview —Sanger Harris/Spindletop
B 1 M ST

T
Amerncan Public Radio/KERA Radio, “Applause, Ap

la
Midcoin’s 48 track remote audio facility specializes in on
location audio recording tor video, teleproduction, and
live music events Recently updated to include the latest

digital recording equipment Midcom prdes itself in

ofters the hinest rernote audio truck and crew to be found

JULY 1986

Sales & Service

Our professional staff services all your pro audio needs, whether it be
studio design, audio consultation, installation, maintenance, or an
equipment supply of over 70 product lines.

3341 Towerwood #205 1500 Summit Street
Dallas, Texas 75234 Austin, Texas 78741
(214) 243-4477 (512) 443-4567

Circle #121 on Reader Service Card

The Stewart Electronics ADB-4

Four Channel Active Direct Box
Four transparent, reliable direct boxes in one chassis.

Stewart < HANNEL ACITVE MOOEL ADE-4

—our s v , Sy —eur . wowr Sem—y

- e em - . . - .-

-
CHANNEL 2 CHANNEL 3

List Price $349.00

Each Channel Features:
Hi 7 inputs on front and rear of chassis ¢ Ground lift switch * Instrument/line /speaker
levelinput selector * Lo Z balanced output with X{R connector * Mic/line Lo Zoutput level
selector @ Operates on Phantom Power orauxiliary power supply © Optional rack kits allow
rack mounting of up to 8 channels in a single rack space » May be mounted forward or
reverse -atlowing terminations to he made on front or rear of rack

Dealers Inquiries Welcome
Stewart Electronics
P.O. Box 60317, Sacramento, CA 95860
(916) 9294431

Circle #122 on Reader Service Card
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vaerything You've
Ever Wanted In A
Sound Company,

And More. . .

e Digital Concert
Sognd 7"
Reinforcement ; ’

v,

= s

e Equipment
Sales

e Service

crossroads
audio, inc.

{214) 358-2623
2623 Myrtle Springs Ave., Dallas, TX 75220

& _J

Circle #123 on Reader Service Card

CLEAN
PATCH BAYS

VERTIGO BURNISHERS AND INJECTORS
RESTORE ORIGINAL PERFORMANCE
T0 YOUR PATCH BAYS

VERTIGO 1/4' TRS AND TT BURNISHERS :
Fach used lo eliminate noise caused by contaminalion
of mam contacts in noridl patching stuations
VERTIGO 1/4° TRS AND TT INJECTORS:
Each allows iyection of cleaning solvent i breaking
contacts (normals). Lo elminate mternittency hat
occurs when palch curd has been removed

STILL ONLY $29.95 Ea. (cor uss)

Please wiite for adaitional inforination and ordger form
Used by Professionals Worldwide  Palent Pending

VERTIGO RECORDING SERVICES
12115 Magnolia Bivd. #116

North Hollywood., CA 91607

Telephone® 8181769 5232

Telex 5106006748 VERTIGU RECRD

Circle #124 on Reader Service Card
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SOUTHWEST

54+ TRACK

[24+] THE MUZIC COMPLEX
also REMOTE RECORDING

520 Southwest Dr., Jonesboro, AR
(501) 972-0321

Owner: hminy Boling

Studio Manager: John Wilhams

[24+) NATIONAL RECORDING CO

also REMOTE RECORDING

1614 Hampton Rd., Texarkana, TX 75503
(214) 7934116

Owner: VE Howard

Studio Manager: Chuck Richardson

OMEGA AUDIO & PRODUCTIONS, INC
Dallas, TX

[24+) OMEGA AUDIO & PRODUCTIONS, INC

also REMOTE RECORDING

8036 Aviation Pl, Dallas, TX 75235

(214) 350-9066

Owner: Paul A. Chnstensen

Studio Manager: Paul A Chnistensen

Engineers: David Buell, Hassell Teekell

Dimensions of Studios: A° 35 x 40 B 12 x 15, remote
recording truck: 8 x 20

Dimensions of Control Rooms: 22 x 2

Tape Recorders: (3)Otart MTR 90 24 track; (3)Otann MTR

10, 2/4 track; Otari MX 5050-B, 2 track, Studer/Revox A

77,2 track; Eumig cassette; Panasonic cassette; Autogram
sterev cart

Mixing Consoles: Amek M2500 36 in x 24 out; Custom
30n x 24 out; AP1 2098 32 x 16 x 24

Monitor Amplifiers: Crown PSA-2, (4) Crown D 150A

Crown D-40, (2) Yamaha 2200

Monitor Speakers: ]BL 4435 Bi Radial, 1BL 4313, JBL
4311, Auratone and JBL 4430

Echo, Reverb & Delay Systems: Lexicon 224X digita

reverb w/LARC remote control, LP140 reverb plate, Eco

plate 1I, Master-Rooin reverb, ADA stereo tapped delay.
DeltaLab DL2 digitai delay, (3) DeitaLab 2048

Other Outboard Equipment: BTX 4600 5 machine con

troller w/ Shadow interlock, BTX 5100 tine code genetator
Eventide H 949 Harmonizer w/DeGlich Card, Scamp
rack w/ 17 modules, Gotham TTM NR rack w/dbx K9-22
cards, UREI 565T Little Dipper, UREI digital metronoine
RTS stereo phone preamp, Denon DPLIO turntable, EXR
Exuiter

Microphones: Vaned selection of over 95 mics including
Neumann UB7, U47, AKG 414, 451, CK8; Shure SM81, 57
5358, Beyer M201, Sennheiser 441, E V RE20 Sony 22P
ECMb0, ECM 21, AKG DIzt Crown PEM

Instruments Available: Baldwin seven footgrand, Ham

mond 34BV organ. or full range of instruments available
by special arrangement

Video Equipment & Services: Co-located and inter
locked with Video Post & Transter, state-of-the-artone-inch
CMX video editing and film transter facility, Omeqa offers
32 track interlock to picture for computerized audio
editing and mixing to picture

Rates: Studio: audio only 24 track $110/hr, 48-track
$175/hr.; audio/video interlock 24 track $135/hr., 48
track $200/hr., remote recording $2400/day for 48
track, plus expenses

Extras: Through an association with Clearwater Telepro
video mobile umt, Omega Audio handles video music
projects from concept ngletio

Direction: Parhal credits: Johnny Cash, Prince, Bob Hope,
Helen Reddy, Anne Murray, Al larreau, Spyro Gyra,
Wilhe Nelson, the Oak Ridge Boys, Randy Meisner
Quarterflash, Hall & Oates, NBC TV (Silva Caranchin

producer), CBS TV (Joseph Cates, producer), MTV (Grow

ers, Fields & Flattery, producer), PBS TV(WNET), Commo
dores, Russ Kunkel

[24+) PANTHEON RECORDING STUDIOS

also REMOTE RECORDING

6325 N. Invergordon Rd., Scotisdale, AZ 85253
(602) 948-5883

Owner: Denmis Alexander

Studio Manager: Tony Di Mania

PRHOUSE

RECORDING

L - N

POWERHOUSE RECORDING
Las Vegas, NV

[24+] POWERHOUSE RECORDING

3111 S. Valley View Bl K101, Las Vegas, NV 89102
(702) 871-6200

Owner: Paul Badia, Don Turner, Vanda Milligan

Studio Manager: Paul Badia

Engineers: Paul Badia, Randy Guinn

Dimensions of Studios: 35 x 22,150 22 x 1
Dimensions of Control Rooms: 22 x 17

Tape Recorders: Stevens 821 A, 24-track; Scully 280, 2
track; Ampex ATR 700, 2-track, Pioneer F850, cussetts (2);
Revox A77. 2 track

Mixing Consoles: APl 2085 24 x 16, 32 returns
Monitor Amplifiers: BGW, Crown

Monitor Speakers: Fostex LS3B, Auratones

Echo, Reverb & Delay Systems: EMT 240 Gold Plate
Yamaha REV7 (2) AKG BX 10, Lexicon Pnme Time
Other Outboard Equipment: ADR compressor/limiters
(2), auto panner, noise gates, Spectrasonic 610 comp/linu
ters, Fairchild limiters, Eventide Harmonizer, MXR auto
flangers, dbx 500 sub harmonic generator, Eventide
nstant phaser, Dyno-My-Electronics Tn Stereo Chorus
and more

Microphones: U87s, U47s, AKG 414s, Sennheiser 421s,
441s, RE20s

Instruments Available: Kawai 68" grand, Dyno-My
Piano, Rhodes, Memorymooy, Korg MS-20

Rates: On request

Extras: Our clients include the Frontier, Riviera, and
Sands hotels: advertising agencies and independent pro-
ducers including Steve Dorft und Lou Medel

Direction: Powerhouse 1s a young, aggressive studio dedi
cated to producing the finest possible product Associated
with some of Las Ve
ducers. We specialize in very personal and individuat

as’ finest musicians, wrniters and pro

service to our chents

(24 +] PRECISION AUDIO, INC

11171 Harry Hines Ste. 119, Dallas, TX 75229
(214) 243-2997

Owner: Precision Audio, Inc

Studio Manager: Rick Sheppard

MIX VOL. 10, NO. 7



11985 January, Northwest
Studios. Superbowl Sound.
Springsteen on Stage. Ray
Parker Ir. Leon Russell.

11985 February, Independent
Engineers & Producers. Brian
Eno. The Art of Touring. Roger
Powell on MIDI. Les Paul.

11985 March, Southeast
Studios. Loudspeaker
Technology. Martin Rushent.
Cotton Club Sound.

John Fogerty.

11985 April, Video
Production Supplement with
Facilities Listings. Compact
Power Amps. Radio Recorders’
Harry Bryant. Eurythmics.

11985 May, Northeast
Studios. Digital Reverb. Flo &
Eddie. Holophonics. Emmylou
Harris. Humberto Gatica.

11985 June, Sound
Reinforcement & Remote
Recording Listings. Location
Recording Tutorial. Grateful
Dead Sound. Weird Al
Yankovic. Synthesizer Oriented
Studios. David Sanborn.

01985 July, Recording School
Listings and Southwest
Studios. Mixing Consoles. Dr.
Demento. Kashif's Studio. Roger
Nichols and John Denver.

01985 August, Studio Design
Issue: Listings of Designers
& Suppliers. Control Room
Acoustics. Thomas Dolby.
Orchestral Recording. On the
Road with Prince. Neil Young.

01985 September, Southern
California Studios. Film & TV
Sound. Frank Zappa. Digital '86
Supplement. Mishima Sound.
David Foster.

01985 October, New Products
for AES. Maintenance &
Testing. Abbey Road Studios.
Ambisonics. Ben Burtt on
Imax. Nile Rogers.

(01985 November, North
Central & Canadian Studios.
George Massenburg. Video
Supplement. Alligator Records.
Women in Media Production

01985 December, Tape-to-
Disk Listings. Mastering,
Pressing & Duplication. TEC
Award Winners. Sound for the
Twilight Zone. Tom Waits.

01986 January, Northwest
Studios. Equipping Home
Studios. Paul Winter. SMPTE
MIDI Connection. Yoko Ono.

01986 February, Independent
Engineers & Producers.
Microphone Special Report.
Laurie Spiegel. Budgeting for
Sessions. Joni Mitchell.

1986 March — SOLD OUT

01986 April, Video
Production & Post
Production Facilities. Video
Supplement. Al Kooper.
Wireless Mics. Alan Parsons.

01986 May, Northeast
Studios. Digital Supplement.
Sampling Primer. CD Facilities.
Future of Console Design.
Steve Lillywhite

01986 June, Remote
Recording & Sound
Reinforcement Listings.
Roadability. Russ Titleman. DC-
ROM & CD-1. Ry Cooder.

CHECK THE ISSUES YOU'RE INTERESTED IN.

# of BACK ISSUES CHECKED ABOVE at $5.00 each
($6.00 outside U.S.)

CHECK ENCLOSED FOR TOTAL (U.S. Funds)

Payment must accompany order. $

NAME
ADDRESS
CITY ; STATE ZIP

MAIL TO: Mix Back Issues, 2608 Ninth Street, Berkeley, CA 94710
Make checks payable to Mix Publications; allow four weeks for
delivery within U.S.

BINDER

MIX MAGAZINE is a year-round reference tool. Keep your issues
protected, ordered, and easily accessible in our handcrafted
magazine cases and binders.

Both styles hold a year's worth of Mix, and are bound in crimson
leatherette with the Mix log embossed in gold.

MAGAZINE CASES: $7.95 each, 3 for $21.95,
6 for $39.95

BINDERS: $9.95 each, 3 for $27.95, 6 for $52.95

‘AIL TO: Jesse Jones Industries
Dept. MIX
499 East Erie Avenue

Philadelphia, PA 19134

OLL FREE PHONE (Charge Orders ONLY):

1-800-972-5858

int Name

Idress
> P.O. Boxes Please

ty

State Zip

tisfaction Guaranteed by Jesse Jones Ind.

JULY 1986

Please send me CASESand/or BINDERS.

Add $1 per unit for Postage & Handling, ($2.50 outside U.S.)
PA residents add 6% tax

CHECK ENCLOSED FOR
(U.S. funds only; Payable to Jessie Jones Industries)

OR CHARGE MY: (minimum $15)

— American Express _VISA . MasterCard Diners Club
Card # - Exp. Date_ _
Signature
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[24+] RADICAL RECORDING

1006A E. Vista Del Cerro, Tempe, AZ 85281
{602) 968-2086

Owner: Tom Connell Kerry Jackson

Studio Manager: Jan Marston Lorrie Marston

—

RAMPART STUDIOS
Houston, TX

[24+) RAMPART STUDIOS

also REMOTE RECORDING

6105 Jessamine, Houston, TX 77081

(713) 772-6939

Owner: Steve Ames

Engineers: Steve Ames Dan Yeaney

Dimensions of Studios: 40 x 24 (drum room, vocal booth

Dimensions of Control Rooms: 12 x 18
Tape Recorders: Sounduon 24 track, 3M 2 |rm.k Am
trac-k So

Mlx;nq Consoles boundudh 1624 (lb X z4 X 2) So

Monilor Ampliﬁers: Crown, Yamaha NS 10Ms

Monitor Speakers: ]BL 4430s, Auratones

Echo, Reverb & Delay Systems: Lexu_on 200 dlgnal

reverb, EMT 140 plate Lexicon PCM41, Lexicon 91, Le:
BEMGO

Other Outboard Equipment: Eventide Harmonizer

Aphex Autal Exater Aphex(X I, UREI 1176 gomp/llun

ters UREL comp/hina Or

sor, dbx and GT 4 noise gates
RTA Dyna Mite exp/comp, Crown SL 2 pr
TT

Mlcrophones Neumann Ub7s, UB7s, KM845 AK(,- 4l4<
45]s Sennheser42ls 441s £ VRE20s Beyel

Instruments Available: Kawai grand piano, Fender
Rhodes, OB 8 synth, Mininoog synth, Yamaha drums
l)mmulnnol Roland Linn, DX drum computers, Fender
amps LI cong
Vldeo Equlpmenl & Servnces Sconng sweetenin
Rates: Hr /rates, block rates Available upon reg
Extras: Cottee bar, lounge area. etc

Direction: Rampart is o creative environment for both
artists and producers with an

ete

experienced prot

ona
taft Specialists in record, nngle ts
Chents include ZZ Top, Night Ranger, T s e
Russell Band, The Dishes, Hey Boy, Random Culture
Tokyo Apace, Colutnbia Records, Allantic Records, Ex
xon and many more

[24+) REAL TO REEL STUDIOS, INC
2545 N. Fitzhugh, Dallas, TX 75204
(214) 827-7170

Owner. Corporate

Studio Manager: Ron Morgan

{24+) REELSOUND RECORDING CO
only REMOTE RECORDING

PO Box 280, Manchaca, TX 78652
2304 Sheri Oaks Ln, Austin, TX 78745
(512) 472-3325, 282-0713

Owner: Ma m H Harper, Jr

Studio Manaqer: Malcolm H Harper Jr

]‘xu neers Malcolm Harper Mason Harlow
»e Rec y
track Sony F i PCM, 2 track: Sony (on request) 3324
PCM 24 track
Sony/MCl{automation) JH 636LM 36

Mixing Consoles

Monitor Amphtiers. Crown, Akkia

Monitor Speakers: JBl. 4430 b amped w/White */ oc
ake BB 6, Yamaha NS IOM Aura

Echo, Reverb & Delay Systems® Ursa Major 3 x 32 DL |

166

SOUTHWEST

REELSOUND RECORDING CO.

Austin, TX
Other Oulboard Equipment: dbx o Ow,4 llnnlus (2)
~ eS8 Uiy, (2 para o\[,t A !

nmonitor w qer, AMS KM 1o reveats APL H504 EQ

Microplores: EKG Neumann Beyer E V, RCA Shute

Video Equipment & Services: Audw sweetering with
QLo k anw
Rates: Hased ¢n day 1=t mileage tr v b expenses tape

-, Warnet Bros., PBS network
V Sta1Song Becorc sts Tears lur Fears, AC/DC
> Top: Toumph, The Gap Band, Path

1w Journey.

:mr:ivay Chales, Ar
Cn, Ene- )
Directicn. W

itk 17 years of exp=rince v
reracle tervi 'es

[24+] RIVENDZLL RECORDERS, INC.

2223 Strawberry Village, Pasadena, TX 77502
(713) 472 5082

Owner: Riverd=ll Recerders, Inc

Studio Manager: Chu-k Sugar

Enmineers: Ped Mills Chuck Sugar

Dimensions of Studios: 28 x 42 x 14

Dimensions at Contiol Rooms: 18 x 20 ¢ 11

Tape Reccrders: Studer ABO MKII), 24 :rack; Ampex ATR
Mixing Consoles: Trrdent Senes 8C 32 1n x 24 out
Monitar Amplifiers: h&H V800, AL, Crown, HK
Monitar Speakers: LEEI 813, Yamene N5-10, Auratone.
Echo, Reverb & Delay Systems: AMS RMX 16, EMT
14D5T tutee), 12 Deltalab DL-1

Other Ou!boa d Equipment: Eventde 949 harmonizer
Lex cos. Primes Time M irsnall Moduiator; EXR Exciter: (2)
LA 2, (2) LA 4s: (2) 1176; :2) dbx 165; (2, ADR Compex
linater: ADE \ocal Stressor; (4) Kepe: II; various graphics
and parameltrcs

M.crophones: Telefanken U47, Nauvmenn U67. UB7
KMB4,12) AKG C4l4 Sennhesser 441 4Z1; Shure SM81
E V RE20, varicus Shure

Instruments Available: Kawa) grand, Yamaeha drums
Hammond B 3, Synclaver I w/mus..- pnntoption, Roland
Jupster b, Drun ulater

Rates: Celi tcrunformation

(24+) THE ROCK STUDIO

430 Kansas, Norman, OK 73069
(405) 329-8431

Owner: David Moore

Studio Manager: David Moore

[24+] ROSEWOOD SOUND

4307 Merrell Rd,, Dallas, TX 75229
(214) 350-0905

Owner: himmy Kelley

Studio Manager: Lana Kelley

[24+] SIERRA RECORDING

669 Seminary South, Ft. Worth, TX 76115

(817) 921-3881

Owner: Maximo Corporation

Studio Manager: Randy Adams

Engineers: Tony Rodnguez, Randy Adams, Tun Hood
Jaime Lagueruela

Dimensions of Studios: 42 x 30 main room, 10 x 14 1s0
booth

Dimensions of Control Rooms: 28 x 30 LEDE control

Tape Recolders Stephens 821B, 24 trach Ampex 102,
2 track; TE/ 0, 4 track, Technics MBS, cassette, Otar
50S50. 2 !md

Mixing Consoles: Neotek Senies 111, 28 x 24

Monitor Amplifiers: UREI Crown, Crest

Monitor Speakers: UREI 813, ]BL. Yamaha, Auratones
Echo, Reverb & Delay Systems: Ursa Major 8 x 32
digital reverb (2), Ecoplate 11, Ursa Major stereo processor,
Lexicon Super Prime Tine, Harmonizer H910, ADA STD-1
digital delay, Ibanez stereo chorus, Ursa Major Stargate

Other Outboard Equipment: UREI 1176, LA-4 A, Aphex,

Kepex, Scamp rack, dbx 166 compressor, Rocktron Hush

1l compressor

Mlclophones AKG 414, D 12.451.452. C 24 stereotube;
Se ser 421 Crown PZM, Shure.

1 mann vbr
anh'
Instruments Available: Kawai 74" grand prano, Prophet
S, Prophet 2000 digital sampler, DX7, Akai X 80. Casio
CZ 5000. Sllnqerldnd drums L:&L bass, Martin guitar
Z)y tech sequencer, Simt
Rates: Available upon request

TUmMS

{24+]) SOUND LOGIC RECORDING

lso REMOTE RECORDING
1404 Forest Ln, Garland, TX 75040
(214) 276-3986
Owner: WA Grugle, ] Grugle, T Grugle, D. Brown
Studio Manager: Tim Grugle
Engineers: Danny Brown
Dimensions of Studios: 16 x 24 x 10
Dimensions of Control Rooms: 10 x 14 x 8 plus addi
tional 8 x 8 MIDI keyboard room
Tape Recorders: MCiJH 24, 24 track. Tascam 38,8 track,
Tascam 42, 2 track, Ampex AG 440, 2 track, (2) Aiwa
F G60, cassettes
Mixing Consoles: Speck 800-C, 16 x 8, Tascam M50, 12
x8
Monitor Amplifiers: Crown, BGW, Phase Linear
Monitor Speakers: JBL 4313, JBL 4401
Echo, Reverb & Delay Systems: Alesis, Deltalab DL-2
and ADM 1024, Alesis XT C, Roland SDE 1000
Other Outboard Equipment: (2) dbx 160X, dbx 163X
LA 4. dbx 163 (2), Gatex
Microphones: (2) U87, KM 861, AKG 414, (2) AKG 451
(2) Shure SM8I, (2) AKG DIZ2E (2) Sennt r 421
Shure SM57, AKG D330,
Instruments Available: 9 piece Sonor drum kit, Fender
Precision bass, Fender Stratocaster, Fender Twin reverb
Yamaha DX7. Roland JX3P. 360 systems MIDI Bass, E-mu
drumulator, Master Track sequencer
Rates: 8 track $20/hr., 24 track $45/hr., extremely good
block rates available Call and ask

{24+] STUDIO CENTRE

also REMOTE RECORDING

4131 Hockaday, Dallas, TX 75229
(214) 350-3434

Owner: VTS Music

Studio Manager: Les Studdard

{24+] STUDIO SEVEN

also REMOTE RECORDING

417 N. Virginia, Oklahoma City, OK 73106
(405) 236-0643

Studio Manager: John Rohloff

[24+]) STUDIO SOUTHWEST

2611 Beltline Rd., Sunnyvale, TX 75182

(214) 226-1789

Owner: immy Wallace, Matt Tapp, Richard Martinez
Studio Manager: ]nnmy Walldce ]dneen Slazyk
Engineers: Mike McCl

dolf, Matt Tapr

n Early, Tom ‘Gordon™ Gc
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STUDIO SOUTHWEST
Sunnyvale, TX

Dimensions of Studios: Main room 27 x 23, isolation

Dimensions of Control Rooms: 25 x 17
Tape Recorders: MCI JH24. 24 track, MCI JH 110B 4

inch, 2 track, MCIJH 110B ¥ inch, 2 track, Studer A 820,

Mixing Consoles: MCl 556 automated 48 in x 32 out
Mc Ar
Mc

Echo, Reverb & Delay Systems: AMS reverb, Lexicon

Other Qutboard Equipment: (2) UREI LA 4 compres

Video Equipment & Services: (2) Sony %-inch video

{24+] STUDIO WEST
4010-1 Hwy. 6 So. Ste. 457, Houston, TX 77082

Studio Manager: ] R Kuzniar
Engineers: | R Kuzniar
Dimensions of Studios: Large room 22 x 16 x 11, drum

Dimensions of Control Rooms: 20x 12x 8

Mi

Monitor Amplifiers: Crown PSA 2, HMA 6500
Monitor Speakers: JBL 4430s, Minumus 7s
Echo, Reverb & Delay Systems: Lexicon 200 Yamaha

STUDIO WEST
Houston, TX

Other Outboard Equipment: dox 180A type 1 noise

o Great sound needn’t grate

In a successful disco you need a loudspeaker system capable of
recreating the full excitement of the music. At the same time the
sound needs to be smooth and distortion free to reduce 'disco

fatigue'.

A tall order for most loudspeakers perhaps; but the Tannoy
Wildcats loudspeaker system can meet it. This is because the Tannoy
Wildcats possess a significant sound advantage over otker disco
loudspeogers — the unique '2 Speakers-in-One’ Tannoy

...dare you turn your
back on a Wildcat?

Tannoy North America Inc., 97 Victoria Street North, Kitchener, Ontario, Canada, N2H 5C1. Telephone. (519) 745 1158

JULY 1986

Circle #125 on Reader Service Card

Dual Concentric drive unit. These
smooth, powerful drive units in

- the Wildcats system can bring a
'studio monitor' sound standard
to your disco presentation.
With many cabinet/driver options
and user-proven refiability, the
Tannoy Wildcats ccn cater for the
individual requirements of any
club or disco.

LIVE PERFORMANCE

LOUDSPEAKERS FROM w
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Siskmakers

¢ RECORD PRESSING

e CASSETTE
DUPLICATION

¢ RECORD JACKETS

A complete state of the art
service from your master tape
& art work to your finished
pressing & jacket together.

Note Cassettes Shipped Pre-Paid
Via Federal Express

Call Toll Free for complete package
prices and our sample kit

800-468-9353

153 W. 46th St., N.Y., N.Y. 10036
212-302-4140

Circle #126 on Reader Service Card

(S TUDI O]

LGS

DALLAS' PRE \III.R 24 TRACK
CREATIVE ENVIRONMENT

(214)226-1789

Most (M"‘ve Prices on
Reutal, Sales, Design, & Installation
of Quality Sound Systems
Pro Audio Equipment Sales
Large Selection of New & Vintuge

Guitars & Awmps

Dallas’

AL UNDER QNE EOORF

2611 N. Belttine Rd., Suite 113,
Sunnyvale, Texas
75182

(214 ) 226-3069

Circle #127 on Reader Service Card

SOUTHWEST

24+ TRACK

[24+) SUMET-BERNET SOUND STUDIOS, INC
7027 Twin Hills Ave, Dallas, TX 75231

(214) 691.0001

Owner: Ed Bernet

Studio Manager: Bobby Dennis

| SUNRISE SOUND STUDIOS

SUNRISE SOUND STUDIO
Houston, TX

{24+] SUNRISE SOUND STUDIO
3330 Walnut Bend, Houston, TX 77042
(713) 977-9165

Owner: ( mp Stanberry, Les Wilhams, David Goldstein

Studio Manager: David Goldstein

Engineers: l.es Willams

Dimensions of Studios: 29 x 32 x 12

Dimensions of Control Rooms: 17 x 22 x 10

Tape Recorders: Otant MTR 90, 24 track. Otan MTR 10

Mixing Consoles: Sony MXP 3036, 361n x 24 ou

Monitor Amplifiers: {2) Hafler 500, QSC 1080. Crowr
Monitor Speakpm‘ JBL 4430 Yamaha N Auratone
Echo Reverb & Delay Systems Iex' n 224 digita

Sver exicon ) reverb, AMS RM everb,

Other Qutboard Equipmenl Orban de esser Aphex

;

Microphones: Neumann 87, AKG C414 EB, C 451
P P S

M S A57 SME B77

Inslrumems Available: Yamaha C 7B 7°4” grand pianc

stems MII e s

Video Equipment & Services: SMPTE based automated
nath 1

Rates: Upon request

Extre

ton, we hope to provide irst quality service and productt

ports a a

[24+) SYNTONIC RESEARCH INC
also REMOTE RECORDING

2007 Matthews Ln., Austin, TX 78745
(512) 441.5322

Owner: 1S Teibel

Studio Manager: Mike Kron

(24+]) TELE-IMAGE, INC

6305 N O’Connor Ste. 103/LB6, Irving, TX 75039

(214) 869-0060

Owner: Robert L. Schiff

Studio Manager: Diane Barnard

Engmeers Gary Frmc" C fert Kemptt
Record S

Mixing Consoles: Solid State Logic 4000, 32

Monitor Amplifiers: Crown Micro Tech 1000, Crown

Mc : Speaker

l":ého, Reverb & Delay Syslems; 2} Lexicon 224XL Dig
PCM

Other Outboard Equipment: BTX synchronizer system

Microphones: Net

n

U87. Beyer CH14, 48, Beyer
MESN AKG C460

heiser MES8. Sennheiser

Video Equipment & Services: Interface to Sony BVU

Rate

(24+] TEXAS RECORDING CENTER
also REMOTE RECORDING
PO Box 7763 or 829 N Sylvama
Ft Worth, TX 76111
(817) 838-0036
Owner harhe Tavlo
o Mq
E:

Dimensions of Studios' 34 x 60 x 12
Dimensions of Control Rooms 2x 18x 12
Tape Recorders: Ampex MM 24 track Ampex AG

Mix

M it> r Amplifier

Monito o

Echo, Reverb & Delay Systems: MICMIX XL500 AKG

Other Qutboard Equipment: Fairchild imiters (20 URE]

Mic

Instruments Available Steinway arand, Baidwin grand

Rq

(24+) UNITED AUDIO RECORDING
8535 Fairhaven, San Antonio, TX 78229
(512) 690.8888

Owner: Robert Bruce

MIX VOL 10.NO 7



Studio Manager: Laura Calderon
Engineers: Manus Perron, Robert Bruce, Terry Osborne,
Patrick Joseph, Ken Ashe, Mike Bowie
Dimensions of Studios: A° 35 x 34 x 20: B 20 x 15
Dimensions of Control Rooms: A 23 x 25, B 20 x 15
New mixing room designed by Lakestde Associates
Tape Recorders: Studer ABO MKIV, 24-track; 3M M79
24.track, Ampex ATRI0O, 4-track; Ampex ATR 100, 2
track, ¥2-inch mastering; Ampex ATR100, 2-track. Scully
(six ea } 280B, 2-track; Scully 280B, 4-track
Mixing Consoles: A Spectra Sonics w/Valley People
automation, model 1124-24, 24 in x 24 out: B Interface
Electronics 100, 16 1n x 4 out
Monitor Amplifiers: Crown, Spectra Sonics, BGW
Monitor Speakers: UREI 813B Time Aligned, Auratones,
E-V Sentry 100, Yamaha NS-I0M
Echo, Reverb & Delay Systems: Eventide Harmonzer,
Lexicon 224 digital, Ursa Major Space Station, Lexicon
Super Pnme Time, Eventide SP-2016 digital effects proc
Other Outboard Equipment: UREI 1178 limiters, LA 4
pressors, Unmversal Audio LA-2 compressors, Alhson
Gain Brains and Kepex, dbx 165, UREI graphics /3
octave, Orban parametnc, Orban De-esser, UREI notch
filter set
Microphones: Neumann U87, UB6, U47, KM84, KM88,
KM86, TL 170; AKG C414, C451; E V RE20, RE16, RE15
RESS, CS1S, Shure SM81, SM77/57, Sennheiser 441
421, Beyer; Crown PZM
Instruments Available: Baldwin grand piano, Rhodes
88, Baldwin tacker piano, Sequential Circuits Prophet 5
synthesizer, Oberheim, Ludwig tympan), Hammond B3
w/Leshe, orchestra bells and chimes, wind chimes, bell
tree and other percussion instruments, Ludwig drum kit
Other instruments available on request
Video Equipment & Services: Ampex VPRBO one inch
mastering system w/computer editing lkegami HL79
cameras Arnflex film cameras New 45 x 40 sound stage
JVC ¥-inch recording and manual editing system off line
One-inch and %-inch remote facihtes Ourvideo facihity 1s
state of-the-art and interfaced with both our audio studios
We do music video production
Rates: $95/hr. Daily and weekly rates available. With
video $300/hr Package quotations are welcome. Accom
modations are available All tape at wholesale prices

[24+] UNIVERSAL MUSIC AND POST INC.
also REMOTE RECORDING

5840 S. Memorial Ste. 210, Tulsa, OK 74145
(918) 622-6444

Owner: Rod and Sallie Slane

Studio Manager: Bruce Randall

[24+] VERSATRONICS GROUP
also REMOTE RECORDING
1118 S. 41 St, Temple, TX 76501
(817) 773.4000

Owner: Lester G. Boutwell
Studio Manager: Larry L Brown

[24+) VINTAGE RECORDERS

4831 N. 11th St. Ste. D, Phoenix, AZ 85014

(602) 241-0667

Owner: Billy Moss

Studio Manager: Billy Moss

Engineers: Billy Moss, David Brown, Paula FT. Wolak,
Andy Barrett

Dimensions of Studios: Man studio 26 x 20, drum
booth: 12 x 8, 1s0 room 9 x 9, recepton’ 16 x 11
Dimensions of Control Rooms: 16 x 21

Tape Recorders: Studer A-80 MKIl w/updates, 24-track
additional 16-track heads; Ampex ATR-104, Y2-inch, %4
inch, 2-track, ¥2-inch 4-track; Ampex ATR-700, Y-inch
la-track; TEAC 33408, Ya-inch 4-track; Revox B-215, cas
sette, Sony PCM-701-es, digital, TEAC 122, cassette.
Mixing Consoles: Tndent “B” range (The Davlen Tndent)
28 x 16 x 24; Studer 189-080. 20 x 16

Monitor Amplifiers: UREI 6500, Crown DC300, Crown
DCI1S0, Yamaha P-2200

Monitor Speakers: URE! 813 {onqginal), Westlake BBSM
6, E-V Sentry 100, Magnapan MGlII, Dahlquist DQ-9
Echo, Reverb & Delay Systems: Yamaha REV1, REV7;
EMT-140 Plate (tube stereo); Lexicon PCM70, Prime Time
93 (gold mod.); DeltaLlab Acoustcomputer DL-2, UREI
Cooper time cube, MXR Ol digital reverb, Eventde 910
Harmonizer.

Other Outboard Equipment: EQ-ITI (Massenberg) ME
230 parametnc (2), Aenqus graphic (2), Pultec EQP-1 (2)
Pultec EQH-2(2), Klein and Hummel UE-100, Crown EQ
2, Aphex Aural Exciter (onginal model 602); compressors
and gates, Drawmer DS-201, Roger Mayer (7) gates, dbx
160(2), dbx 161 (2), Aphex CX-1 (4), AP1 525 (2) Teletronix
LA-2A (ong) (2), Studer comp. (4), EMT-PDM-156 stereo
comp/limiter

Microphones: Neumann, M-496 (4), U67 (2), U47 FET,

JULY 1986

KM64 (6), AKG, C-12(3), D-12,C-451e(2), Sony, C-37a (4),
C-57, ECM-50, C-22 RCA; 44BX(2), 77DX (2), 77A (2). 44
Ir.(2), M1 3045, Sennheiser; 441 (2) 421 (2); Shure SM57s,
58s, Altec 633 saltshaker (2)

Instruments Available: Yamaha C-7v (ivory keys) 74"
grand piano, Fender Rhodes, Hammond B-3 w/Leslie 122
RU. Roland Jupiter-8 synth, Simmons SDS.5 drums, ‘55
Fender Strat, ‘61 Fender Esquire, Gretsch Country Gentle

man, early Kay country western guitar, ‘64 Rickenbacker
12-sting, Fender Vibrochamp, Fender champ amp
(tweed), ‘71 Marshall 100 ¥z stack, ‘57 Precision Bass{(Tele

Style), ‘59 Precision Bass, ‘64 Precision Bass (2), ‘68 Tele
bass (hippie flowered pattern), Fender Bullet bass, large
Gretsch drum set w/ten year old snares, Ludwig copper
tympam

Rates: $55/hr special demo rate, $45/ does not include
engtneer

Extras: All production services and top quality musicians
available. We can help you from start to finish on any type
project you might have We pride ourselves on our abibity
to professionally and efficiently complete projects to our
chents total satisfaction

Direction: Mick Fleetwood, Richard Dashut, Chrishine Mc

Vie, Billy Burnett, George Hawkins, Glen Campbell, The
Crusaders, Terry Becker, Wilton Felder, Tom Kendzia, Dan
Consigho, Lucien Diess, Peter Mclan, Paul Ray, Dear En

emy, Alice Cooper, Dick Wagner, Gentlemen After Dark,
David Brown, Steve Ross, Lindsay Buckingham, Steve
Smuth, immy lovine, Gregg Edwards, Stevie Nicks, The
John Colter Band, The Tubes, Tim Manion, Goose Creek
Symphony, Ocean, Huey Lewis, Entertainment Tomght
Friday Night Videos, Making it Big, Joe Jackson Produc

tions, Charlie Harwood, Rocket 88s, Lovel Allen, Tim Scott
Norbert Putnam, Lewss Story, Sheila Roberts, Kim Robert

son, Peter Kater, James McElroy, Eric Scott, Craig Hull

[24+) JOHN WAGNER RECORDING STUDIOS, INC.
12000 CandelariaN.E. Ste. I, Albuquerque, NM 87112
(505) 296-2766

Owner: John Wagner, Laura Lee Zachery

Studio Manager: John Wagner

[24+] WESTWOOD RECORDING STUDIOS
also REMOTE RECORDING
964 W Grant, Tucson, AZ 85705

(602) 622-8012

Owner: Fred Porter, Roger King

Studio Manager: Roger King

Engineers: Fred Porter, Roger King

Dimensions of Studios: A: 20 x 35 C 12 x 16.
Dimensions of Control Rooms: A" 16 x 20, C 12 x 16.
Tape Recorders: MCIJH-16, 24-track; MCIJH-110, 8 track;
MCI JH-110, 2-track (2); Revox PR-99, 2-track. Ampex
AGA440, 2-track; Tascam 40-4, 4-track

Mixing Consoles: MCI JH-636 automated 28 x 28, Tan
gent 3216 18 x 18; Speck Speckmix 16 16 x 16

Monitor Amplifiers: Crown

Monitor Speakers: JBL 4333, ]BL 4313B, JBL 4401
Echo, Reverb & Delay Systems: Ecoplate, Master Room
XL-305. Lexicon PCM42 (2), Lexicon PCM70 digital
reverb

Other Outboard Equipment: UREI LA 3s, LA-4s, Orban
stereo synthesizer, de-esser, dbx 900 rack w/compressors,
parametric EQs, de-essers, flanger, ITI parametrics (ster
eo), UREI parametnc, Allison Kepex, Gain Brains
Microphones: Neumann U87

Instruments Available: Baldwin seven foot grand, Ham
mond B-3, Leslie, guitar, amps, basses, Emulator I], Roland
Juno 60, drums, SP-12 w/Turbo

Video Equipment & Services: BTX synchromzing system
Rates: On request

Need equipment,
jobs, services?
Turn to the
industry source:
Mix Classifieds
on page 174.

If you

learned
audio
by

the

seat

Regular selling price $79.95.

M YES Send me

Name:

Address

State

O Charge my VISA/MC *

ound

Designed to help you mend the
holes in your audio education.

AT LAST: Sound Shop Seminars now on cassette.
Here is the audio training series that will:

¢ Teach you how to maximize your sound system

® Establish a solid foundation in basic audio concepts

¢ Give you the secrets “pros™ use to get great LIVE sound
You'll get 6 tapes loaded with practical information and technical
"how-to's" covering MICROPHONES e MIKING TECHNIQUES e
MIXERS & MIXER CONTROLS e AMPLIFIERS o MATCHING
AMPLIFIERS TO SPEAKERS e SPEAKERS & SPEAKER
LOCATIONS ... thorough audio training for only *$59.95.

Of *Take advantage of our introductory pricing now through September 30, 1986.

ORDER TODAY! (By Mail) Sound Investment Enterprises,
P.O. Box 4139, Thousand Oaks, CA 91359
SATISFACTION GUARANTEED or your money back!

plus $3 shipping and handling. (Calif. residents add sales tax.)

O Send me more information about: O Sound Shop on cassette
O Sound Shop Seminars O Sound System Handbook, Vol. | O Other services
{please allow 8 weeks for delivery)

on cassett o~,

(By Phone) 818/991-3400

copies of Sound Shop on cassette. I've enclosed

Phone #
City

Zip

Exp. Date

Circle #128 on Reader Service Card
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Stereo Mix to Master Reel

Recording Console

SMPTE Synchronizer

16 Tracks of Background Veocals from Slave Reel

Fig. 2 Mixing Multiple Tracks To A Stereo Pair On Master

—FROM PAGE 113, MEGATRACKS
production. (I can remember when
everyone thought it would be hard to
fill up 24 tracks. So much for the good
old days!) For those projects, multiple
slave reels are created, each contain-
ing a reference mix of the original
rhythm session, as well as a first-gen-
eration copy of the original SMPTE
time code.

What happens to the slave reels
next depends on what the producer
has in mind. Some producers use slave
reels so that they can keep multiple
passes of solos or alternate vocal takes,
to expand their decision-making pos-
sibilities at mix time. Forexample, one
slave reel may contain only multiple
tracks of a lead vocal which may then
be composited into one complete, per-
fect take. The vocal tracks can either
be composited to one track of the mas-
ter reel, or left on the slave reel and
locked up live in a 48-track mixdown.
(Now you know why there has been
anincrease in the number of 56-input
consoles sold in recent years.) Some
slave reels are used to create multi-
tracked layers that are then mixed
down to a stereo pair of tracks on the
master reel. (See Fig. 2) For example,
it is not uncommon for one slave reel
to contain 15 or more tracks of doubled
background vocals. "Working with
Barry Gibb on his solo album, Now,
Voyager,” says Steve, "we would some-
times use as many as 19 tracks of
Barry singing vocal harmony parts.
The depth of the 19-track vocal sound
was amazing. . .and Barry's sense of
pitch and timing are so well developed
that he could dub each new track
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without monitoring the previously re-
corded tracks in his ‘phones. He's got
great ears.”

SMPTE helps once again during the
subsequent transfer of the completed
slave tracks back to the master reel.
To insure the optimum fidelity, it is
preferable that the slave reel’s tracks
be played back to the master reel from
the slave's repro head, ratherthan the
sync head, yet the master machine
must remain in sync to record the in-
coming tracks. This creates a timing
difference between tracks on the two
machines. SMPTE allows an offset to
be programmed into the synchronizer
to compensate for this difference, re-
storing the correct timing relationship
between the master and slave. The
slave's tracks can then be bounced
into the master in perfect sync. Con-
trast this to compositing multiple tracks
on a single 24-track machine where,
ifthey are toremain in sync, the tracks
must be bounced down from the sync
head. The fidelity difference is notice-
able, if not obvious.

48-Track for Music Remixers

In recent years, the phenomenon of
remixing and post-production for rec-
ords has become widespread, espe-
cially in contemporary dance music.
But remixing for dance music has put
a whole new twist on things-—the re-
mixers often become producers after
the fact-—post-producers, if you will.
Post-production is the process of add-
ing additional music, vocals, oreffects
that were not on the original record-
ing. Much of the work that goes on in
remixing dance records involves cre-

ating these additional parts, or adding
sound effects and other special tricks
that are appropriate for the genre. Us-
ually, there is noroom left on the orig-
inal multi-track master tape to record
this additional music, so adding a slave
reel is a natural solution. Musical dif-
ferences aside, the technical princi-
ples are identical to other slave reel
techniques we have shown. [ SMPTE
does not already exist on the original
master tape, it is recorded on it and
then a slave reel is created with iden-
tical time code. This allows up to 23
tracks to be used to record new musi-
cal parts or special effects that the
remixer may create.

I recently talked with Bobby Na-
than, owner of Unique Recording, the
triple 48-track facility in New York, to
get some further information on this.
"A lot of our 48-track bookings are
dance music related. Faced with a full
24-track master tape whose tracks
could not be erased, remixers like
Arthur Baker and Chris Lord-Alge use
a 24-track slave reel to overdub addi-
tional music and effects. The slave is
also a great place to record replace-
ment drum sounds created with the
AMS. [See last month’s In Sync for
more on the DMX-1580S.] In addition,
the slave makes it possible to rear-
range the songs by flying in parts of
the song to dilferent places. Lately,
there has been an increasing demand
for 48-track for pop and rock projects
as well. Now, I'm not saying you need
48-track to make a hit record, but hav-
ing all those tracks gives the produc-
er and artist some security: they don't
have to worry about running out of
tracks.”

Steve Klein echoes Bobby's thoughts:
"The extra work needed to prepare
for the 48-track format is justified the
first time that you need just one more
track to capture the magic overdub
and, because you're 48-track, you still
have one available!”

Other Uses

There are other reasons to use meg-
atracking besides the large numbers
of tracks made available. Some pro-
ducers and engineers believe that the
original rhythm session master tape
should be copied immediately after
the session has been completed and
putaway. They maintain that the fewer
times the original master tape is played
prior to mixdown, the less wear and
tear the master will be subjected to,
and the better the fidelity of the rhythm
tracks will be on the final mixdown. To
accomplish this, the overdubs are re-
corded on a slave reel which contains
a reference mix of the original rhythm
tracks. Only during mixdown are the
original rhythm tracks from the master
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reel used, when they are mixed with
the overdubs from the slave reel for
the final product. This idea may have
merit, but it is a difficult thing for the
average recording studio to accom-
plish with only one multi-track ma-
chine.

There are also producers and engi-
neers who believe that the ideal mega-
tracking combination includes a 2-
inch 16-track machine; perhaps a 16-
track for the original rhythm tracks
and a 24-track for the overdubs, or
possibly two 16-track machines. Even
with two 16-tracks, the 30 usable
tracks (allowing one on each for
SMPTE) are a net increase from 24,
and it is claimed that the wider head
gapon a 16-track machine lends itself
to a punchier sounding recording ov-
erall. The sonic advantage of all this
may be offset by the fact that it's hard
to find a studio that has an up-to-date
2-inch 16-track recorder any more,
and harder still to find one integrated
into a SMPTE synchronizer setup. A
project started in this manner may be
destined to stay at the studio where it
began.

This prompts another comment from
Steve, about budgets: "Although it's
exciting to have 48 tracks all playing
at once, studio charges for a two-ma-

chine lockup are higher, and tend to
burn up the recording budget that
much faster. To conserve the funds,
it's @a more usual practice to work on
oneslave reel ata time, 24-track style,
and then lock master and slave ma
chines together only when needed to
bounce a finished pair down to the
master, or to make the final mix.” This
minimizes the financial drain on the
budget while maximizing the power
of the recording process.

To Be Continued. ..

This month, we've had a pretty thor-
ough look at the various uses of the
many megatracking techniques used
in contemporary recording. But you
don'thave to own a facility like Unique
or The Power Station to make use of
some of these techniques. Next month,
I'll show how you can perform similar
magic in your own studio, even if you
only have one multi-track recorder.
My thanks to both Steve Klein and
Bobby Nathan forlending their profes-
sional expertise to this month's dis-
cussion. Hopefully we'll have them
both back in future columns.

It’s Official!
In the very near future, In Sync will
begin to appear online as a part of

SynthNet on the ™MC Computer net-
work, now called Exj Street ("Ee-Zee
Street”). If you are a sthscriber to Esi,
you will be able to call m from prac-
tically anywhere in the werld, access
the In Sync database, read past and
present columns and download.tham
to your personal computer. Both Mix
and FElectronic Musician magazines
will be providing additional informa-
tion services for your convenience.
This is @ unique experiment in elec-
tronic publishing. We at Mix and EM
hope that you will get online and share
it with us! For further information on
how you can become a subscriber to
Esi Street, contact an Esi representa-
tive. In the Los Angeles area: (213)
937-0347. In New York: (212) 757-
0320. (Tell them the Gnome sent you!)

And Don’t Forget. ..

In Sync now has an online mailbox
on Esi Street (IMC). Once you're on-
line, sending in your comments or
suggestions is easy. Just address your
Email to GNOME-US. If you're not
into computers yet, forjust 22 cents, a
U.S. government employee will still
hand-deliver your letter to us. Write In
Sync c/o Mix magazine, 2608 Ninth
Street, Berkeley, CA 94710. See you
next month! n

—FROM PAGE 132, RICK RUBIN
ment-oriented. I'd say "I'd like this a
little rounder,” instead of, "If we run it
through that, that'll make it round.”
Equipmentisa very funny thing, and |
don't like to depend on it too much.

[ don't like synthesizers that much,
either. [ prefer using scratching [the
back-and-forth manipulation of a
record], quitars, and other acoustic
instruments. They're a lot more emo-
tional; you can feel the stroke of a
play in a way you can't with some-
thing electronic.

Mix: Any other production prefer-
ences?

Rubin: On drums, there's a lot of ex-
cessiveness. | never worry about them
sounding wrong, though. The engi-
neers [ work with nevertellme, “you're
not allowed to do that.” I've been in
situations before where that's hap-
pened. | was mixing a Beastie Boy's
record the same way I do now. And
the engineer was telling me, “That's
not the way drums are supposed to
sound!” | tend to bury the track with
the kick. But it always works out. You
have to use the right frequencies of all
the other stuff. The snare has to be
sharpif it's gonna be small against the
kick. The high hat's gotta be really
bright and unusually loud, also. Though
the vocals aren't as loud as on other
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records, when they play my records
on the radio they sound more correct.
They use compression on the radio,
and the music usually ends up being
less important than the words. My
vocals come out more—the way they
should’'ve been in the first place. In a
club, where they have the bottom and
the high-end really pumped-up, you
lose the middle—you don't hear the
vocals. Which isfine. Yougoto a club
tojustdance and hearthe beat, anyway.

Mix: What about pre-production?
Rubin: I listentoa lotof records. I also
tune in[New York's oldies-hits station]
WCBS-FM to get ideas. If you listen to
a lot of successful songs, it helps you
get into the frame of mind of what hit
records sound like.

Record companies want to sign rec-
ords that sound like whatever's hot at
the moment. They want to hear things
that are familiar; to them, familiar
means good. | don't agree with that.
Why would anyone buy something
that soundslike Prince when he could
buy Prince? But, again, if you listen to
a station like WCBS-FM, you hear so
many different types of music back
to-back -a doo-wop song, next to a
pop song, next to a disco song— you
get used to hearing what makes a
record good, what's good about all of
them, and what made them all hits. It's

an overview, instead of machinations
of current formulas.

Mix: In your hardcore productions,
since there isn't a melody to play with,
a contour to traverse—the way "con-
ventional” pop songs do —what are
some of the tricks you use to create
movement?

Rubin: You do it the same way —with
parts; you create a song structure. This
is the thing I might have brought to
rap music. A record like{Run-DMC's]
"Sucker MC's” had a hard, strong
minimal beat that was great, but it
didn't have a song structure. That's
one of the things that prevented it
from being commercial. "lt's Yours"”
was the first record like "Sucker MC's-
hard, minimal and straightforward-
that had a hook. I try to make rap
records with something you can leave
with. | also change beats in the cho
rus. On Cool J's "Rock the Bells,” for
example, whenevertheline "I need a
beat” came up, the high-hat left; the
beat appeared harder. When he start
ed rapping again, the high-hat would
come back, and you felt you went
somewhere!

Also, luse scratching a lot. A scratch
either introduces a break or exits a
break. A scratch can emphasize lyr-
ics, too, and propel a beat forward to
make it more exciting. |
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Dear Mix:

1 would like to bring to your atten-
tion the article on Bearsville in which
Steve Bramberg was quoted as say-
ing "We're the only major residential
live-in studio in the country.”

Not so, Cougar Run/Lake Tahoe
has been open since October of 1984
and is rented as a private four-acre
estate overlooking Lake Tahoe. We are
a Neve/Necam/Studer facility de-
signed by Carl Yanchar of Lakeside
Associates.

Thank you for your attention to this
matter.

Respectfully,

Jody Everett Peterson, Sr.

Managing Partner

Dear Mix:

We have recently upgraded from a
small 4-track studio to a medium sized
16-track studio designed for advertis-
ing music production. The $150,000
we spent on the upgrade was mostly
for new equipment. Even though this
would not be considered a large in-
vestment by most big studio owners,
to us it certainly was!

Fordigital drums and MIDI sequenc-
ing, we decided to purchase a Linn
9000 drum computer with disk drive
and sampling option foraround $5,000.
From the moment we started using
the 9000, we have had nothing but
problems. Not only did they release a
product with bugs, but they continued
to manufacture and sell it! The last
information we received was that we
have no warranty, Linn has gone out
of business and there is no "factory
support,” making service and repair
very difficult if not impossible due to
the complexity of the hardware/soft-
ware of the Linn 9000.

The bottom line to this whole mess
is we have a piece of equipment that
cost a lot of money, is not reliable and
has cost us considerable loss in studio
revenue. Where does this leave all
the 9000 owners out there who thought
they had purchased a fully functional,
reliable piece of equipment? It leaves
them one place. . .stuck!

Yours Truly,

Glenn Finerman

Advanced Media Productions

Dear Glenn:

We at Mix shared your shock and
dismay when we heard that Linn
Electronics had gone out of busi-
ness. There are several qualified
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service/repair/ modification facili-
ties that we know of, although un-
fortunately none of them are offer-
ing warranty service. They are Forat
Electronic Service (Studio City, CA),
(818) 763-3007; Gand Music-Excel-
andt Service (Northfield, IL), (312)
446-4263; and Hi-Tech (Venice,
CA), (213) 822-1983.

Dear Mix:

After two years in college with an
undecided major, | have recently and
finally committed to a recording engi-
neer major. However, | have had dif-
ficulty in finding a list of schools that
have this program. | am interested in
all schools ranging from the six-week
tofour-year programs, as long as they
all have excellent music/recording
engineer facilities. I'd like to be en-
rolled by the fall season, and any help
from you would be greatly appreciated.

Thank you.

Ken Eckland

Hull, MA

Dear Ken:

You'reinluck. Itjust so happens
that this issue of Mix lists over 100
recording schools both in the U.S.
and abroad. Happy studying!

Dear Mix,

Your article on Allen Toussaint
(March '86) was excellent. The only
thing | missed was more of it.

[ had the honorof working with Allen
when [ first started my mixing and
engineering career at Cosimo's Re-
cording Studios in the New Orleans
French quarters in 1961. His musical
abilities always amazed me, and his
production ideas were never-ending.

Whenever I mention Allen’s name
to anyone in the music industry, I'm
usually very shocked that so few peo-
ple recognize his name. Personally, |
think the man deserves much more
credit and recognition. However, know-
ing Allen, | know he wouldn't want it.

[ haven't seen him in years, unfor-
tunately, so your article was well-
received. It brought back some very
good memories. Thanks fortaking me
back to my “roots” in the music
business.

Sincerely,

Bert Frilot

chief engineer,

Gilleys Recording Studio

Dear Mix:

Unfortunately my parents aren'trich,
I'm not related to anyone in the music
business, and not one of my friends is
a famous rock star. ]l am presently re-
cording and producing my own music
in my Tascam 8-track studio, and |
need somebody to take the time to
listen to my music.

Where can Ifind business address-
es of record companies, or represen-
tatives dealing with these companies?
Are there any books, magazines, pub-
lications, bathroom walls or anything
else that might steer me in the right
direction, and if so, how can I get my
hands on it?

Sincerely,

Michael Rolla

Maynard, MA

Dear Michael:

Our Mix Bookshelf catalog con-
tains a good selection of titles that
are applicable to your situation.
You may want to begin with The
Platinum Rainbow, by Bob Monaco
and James Riordan; it's an excel-
lent overview of the record busi-
ness. Other publications available
through Bookshelf, such as The
Canadian Music Directory, Tune-
smith, Songplugger (which nowin-
cludes quarterly updates of record
label names/addresses), and the
Augie Blume & Associates Data-
base are a tew address/contact
sources worth investigating. Our
Bookshelf catalog isinserted in this
issue of Mix.

Dear Mix:

I'm writing in regard to your March,
1986 article “International Record Li-
censing.” The story was informative,
and I'm now seeking more informa-
tion on the subject, since I'm consid-
ering sending some of my own inde-
pendent label pressings overseas.
Where can | find addresses of record
licensing companies in Europe and
Japan?

Sincerely,

Jack LeTourneau

Madison, WI

Dear Jack:

Listings of record and tape man-
ufacturers, distributors and import-
ers worldwide are included in the
1986 Billboard International Buy-
er’s Guide, available from Bill-
board, 9107 Wilshire Blvd., Beverly
Hills, CA.
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DOWN 27. " Horizon"
29. Goal of rockers
1. Bird call 30. Another way of saying 41A
2. Miltary address 31. Ending wth phant- or org-
3. Stock word 33. Table scrap
4. Brilliance 35. Residue
5. Nab 38. Dine
6. “Any time 39. Ship section
Beatle song 40. Crown of creation
7. People with a 2D 42. Environmental prefix
8. Being 43. Mrs. Chaptin
9. Full-length 44, "'ma______" Spencer Davis hit
10. Speedwagon 45, Disturbed
11. Fogelberg 48. Soul group
12. Vase-like receptacle 50. ‘Chance -word void of
14. New York time sense...”
18. Contend with 51. Extra song
22. Ric Ocasek is one 52. Quantec simulation
23. Campus org. of the '60s 55. Corn and oat, e.g.
24. Every studio needs one 57. Edible tuber, colloquially
25. Every record needs one 58. Goin
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60.
62.
63.
64.
65.
67.
68.
69.
70.

—LEADING THE EDGE”"——

Sortie
Joptin opus
Question

-Society page word

American string instrument maker
Actress Hagen
Adjective ending
34A homonym
_Kelly,” 1970 Mick flick

ACROSS

Horn or theater

. Modern composer

. Asian language

. Keeping up

. Late singer Redding
. Come close

. Adjective for top studios
. Elkart, indiana name
. Coral sland chain

. Old French con

. Singing style

. Word with malt

Confused

. Johnny's bandieader

e —the land of the free. . .
33A homonym

. Troops (abbr)
. Facial gesture
. Donkey

Hurt

. Overused studio description
. Castle defense
. Portable bed

Make a gift of

. Height prefix

. Charged particle
. Sea bird

. Disease ending
. Judges

. Prt;fessor‘s ad).

time” (Never}

Something to play by
Sound, Oak Ridge Boys’
studio

. “"Tonight Show Theme" writer

Useful console feature
Navy spectal team member

. Roman road
. Type

Pocket percussion

. Challenge
. Wind instrument

—FROM PAGE 126, STEARNS
This could add a new dimension to rid-
ing the Life-Cycle at he health club. . .

Time is the main factor in a recent
film project, Chronos, 1roduced by
Ron Fricke, the cinematographer for
Koyaanisqatsi. Using the saise high
speed film process as the IMax four-
story screen) and Omnimax (plane-
tarium) formats, Chronosis the flip side
of Koyaanisqatsi's chronicle of dehu-
manization, following Western civiliza-
tion from Egypt through Europe and
North America. Fricke edited the film
to Stearns’ expansive, pulsating score,
orchestrated for surround-sound thea-
ters. The two are currently working on
a short feature on the night sky of
Australia and Halley's Comet.

Chronos isn't Stearns’ first film
work—he's engineered for Maurice
Jarre's Firefox and Dreamscape
soundtracks—but this one has been
closest to his heart. "I like to think of
this film as if someone from another
planet just zapped down to Earth and
we're seeing it through their eyes and
nervous systems.”

Perhaps those aliens might be com-
fortable with Stearns’ more exotic in-
struments, the Beam and Lyra. The
Beam is a 12-foot aluminum platform
strung with 24 piano strings, which
when amplified create the reverber-
ant, cascading growls that emerge on
many of Stearns’ recordings.

The Lyra is more formidable—a
massive harp with 154 strings, strung
35 feet across and 25 feet high and
bolted to the floor and ceiling. It was
designed by George Landry, with an
electronic pickup system and tuning
mechanism created by Stearns him
self. "We designed the floor as a giant
subwoofer, soif you walked to the cen
terand played one of the larger strings,
the floor would actually shake like an
earthquake, deep and rumbly.” The
Lyra was featured on Ripley s Believe
Itor Notand can be heard on Stearns'’
Lyra-Sound Constellation, although
without the earth-shaking results.

Stearns continues exploring new di.
rections and taking chances with his
audience on the forthcoming Plunge,
for Craig Huxley's Sonic Atmosphere
label. On Plunge, the guitar makes a
comeback in the form of electric and
acoustic 6- and 12-strings, and Stearns
collaborates with other musicians in-
cluding harp, voice and reeds. He also
experiments with short-form composi-
tions for the first time on record.

Stearns’ music is unbound by time
or culture, using technology to plug
into the global network. "Because it is
so intimately involved with technol-
ogy,” he says, "l think the music is
going where the technology is going.
Technology is becoming the nervous
system of the planet.” |
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CLASSIFIEDS

Business
Opportunities

Magnificently engineered and
equipped recording studio, pres-
ently being incorporated, seeking
investors w/$5,000-$25,000. Call
(818) 363-0636.

Employment
Offered

STUDER

Western Accounts Manager. Key
sales position with direct respon-
sibility for representing Studer |
Revox professional dealer prod-
ucts as well as supervision of
| independent hi-fi reps. Applicant
should have well-rounded expe-
rience in hi-fi and/ or professional
audio, with dealer or rep expe-
rience preferred. Solid technical
background helpful. Exceilent
company benefits. Position based
outof Van Nuys, CA with frequent
travel required.
Assistant Sales Manager, Field
Training. Entry-level manage-
ment opening involving all facets
of sales training at the dealer
level, with emphasis on product
features and sales strategies.
Applicant should be technically
oriented and a good "people per-
son.” Experience in both hi-fiand
pro audio helpful. Excellent ben-
efits with salary based on expe-
rience. Position based out of
Nashville headquarters with fre-
quent travel required.
Inquiries handled with strictest
confidence. Apply in writing to:
Thomas E. Mintner, Vice Presi-
dentand General Manager, Stu-
der Revox America, 1425 Elm
[ Hill Pike, Nashville, TN 37210.

Equipment |
For Sale

[ LOW OVERHEAD MEANS |
LOWEST PRICES. We carry
most major lines of pro audio &
recording equipment. Get your
best price, then call me. 3M
Tape and accessories at factory
‘ prices.

S.C.M.S.

East U.S. Toll Free:

| (800) 438-6040

| West & N.C.: (704) 889-4509

Sam Ash Music Store Mail Order

" prices on musical

instruments,
sound and recording gear. 1-800-
645-3518. N.Y. State 1-800-632-
2322.

SYNTHESIZER BLOWOUT!
Tired of impersonal service? You
think you're getting your best deal?
Try Starsound Audio for free! 1-800-
354-7252. Fluid synthesis spoken
here. Studio mixer, $1,500; Tascam
Model 10 $500. Most major lines in
stock. Call for free studio gear hot
sheet. Crown T.E.F. analysis avail-
able IN YOUR STUDIO or here.
David, Tom, Scott or Bob.

VINTAGE TUBE MIKES
Call Bill Bradley
(312) 751-1216

Reliable Music

featuring
RECORDING STUDIO BROADCAST AUDIO &
SOUND REINFORCEMENT EQUIPMENT.

HOW CAN WE
HELP YOU?

 QUALITY AUDIO * GUARANTEED PERFORMANCE
o DEPENDABLE SERVICE ¢ COMPETITIVE PRICES
704/375-8662

PRO AUDIO DIVISION 1001 S. INDEPENDENCE BLYD.
CHARLOTTE NC 28202

SIGMA SOUND STUDIOS
GREAT EQUIPMENT BUYS:
24, 2-trk recorders, synchroniz-
ers, hi speed dupe equip plus
lots of audio processing gear.
Call or Write:
| 212 N.12th St, Phila,, PA 19107
| (215) 561-3660 |

New Used & Demo Soundcraﬂ
Neotek, Otari, Akai, Klark-Teknik,
dbx, E-V, Crest & Ursa Major. Best
prices on the best gear. Used 16 trk
2" recorders from $6,500. Like new
Otari MX 7800 w/remote $5,900.
ADR Scamp system. Neotek Series
Il 28x24 $27,000. Neotek 1 16x8
w/PB $7,995. Wonderbox Speaker
systems now available. Call Pyramid
Audio Inc (312) 339-8014.
Call Us Last!

KURZWEIL, AKAI, TANNOY &
AUDIO-TECHNICA. Best prices on
the new Kurzweil 250 & Akai
MG1212. Complete studio and sound
system packages available. New &
used, buy and sell. SOUND ADVICE
(205) 592-4555, (800) 826-6552.

API
AP| Audio Products Inc. (formerly
Wolff Assoc.) is now the sole source

Service. Deal with the professionals. for all API products. New modules,
N.Y.C.'s largest inventory and best new consoles, used consoles, serv-
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ice, etc. APl Audio Products Inc.,
7953 Twist Lane, Springfield, VA
22153, (703) 455-8188. Telex: 510-
6001-898.

IF YOU'RE NOT USING IT
—SELLIT
Your national clearinghouse for
used audio and video! Call for
free copy of our latest listings,
or to list your used gear free.
The Bertech Organization
Call tol! free: (800) 992-2272
in Calit. call: (818) 909-0262
THINK BERTECH FIRST!

MCl/Sony Leasing
JH-24 w/AL Hil, Sony APR 5002,
JH600-36 automation, Sony MPX
3000-36, Sony PCM-3324 digital.
*"O" Down, "60 Month, "Easy terms,
*Tax deductible, *ITC. Dick McCal-
ley (612) 866-1868.

NEW, USED, DEMO SALE
RECORDERS, CONSOLES,

OUTBOARD EQUIPMENT |

Soundcraft 2400, Lexicon 200,
TAC Scorpion, Soundcraft 600,

Lexicon 200, Tascam 42 \

| ...OTARI, AMEK TAC,
FOSTEX, JBL, NEUMANN,
YAMAHA, SOUNDCRAFT... |
| EAR. PROFESSIONAL
AUDIO
(602) 267-0600

Sync|a\)ler Il Computer Musnc Sys-

=
tem, w/24 voices, stereo for 24

voices and guitar interface. A.S.L.,
832 N. Cole Ave,, Los Angeles, CA
90038. (213) 462-5923. $25,000.

24 TRK: $15, 500. 16 TRK: $5,400.
British-made ACES equipment fea-
tures 24 TRK, 2", 30&15 ips, 50%
vari, remote, a solid deck. 32 input,
24 subgroup mixer, $125k. [N
JUNE—16 TRK '2”, built-in NR, ind.
bypass, O-search, nice! 2 YR war-
ranty. Call or write ROCK STUDIO
SUPPLY, Box 5997, Norman, OK
73070, (405) 329-8431.

PORTABLE 24- TRK CONSOLE:
Effanel Music's unique, heavily mod-
ified Sound Workshop Ser 30. 28
chan in 3 small frames. Multipin
interconnect w/XL in/out. Full me-
tering, patchbay, P&G's, flip fader
mod., 2 power sup., spare master
module, 4 Anvil cases. Credits incl.
U2, Bryan Ferry, Thorogood, Joe
Jackson, PatMetheny. . . Xintcond,,
in current use. $14,000. (212)
807 1100

AMPEX MM1200
24-trk recorder, exc. cond., SPSTC,
fast punch-in mods. Take-up ten-
sion kit, MDA upgrade $18,500.
SUNSET SOUND
Ask for ERIC—(213) 469-1186

| NATIONAL SOUND & VIDEO
ENGINEERING Recording,
Sound Reinforcement, Video
Tape Duplication & Broadcast
Equip. Dependable Personal
Service. Major lines at very low
prices. Get your best price then
call us. NATIONAL SOUND &
VIDEO ENGINEERING, 6350
J, McDonough Dr., Norcross,
GA 30093, (404) 447-1717.

| TAPE MACHINES: Studer A80 1
24-track MKIlw/upgrades, remote
includes new 16-track additional
head block, $19,500; Studer AB0
2-track, new (260 hours), $5,500;
MCI JH100 24-track, includes
additional new 16-track head
block, $12,000; 2 Studer Revox
pr99 Ya-track decks with rack
mounts, $1,275; Ampex ATR-100
2-track, $4,000; Soundcraft 762 |
24-track 2" w/delux autolocator
and additional 16-track heads
(mint), $18,000; Tascam Mod.52
2-track Mastering Deck, $2,400;
Tascam Mod. 58 8-track, $3,800. |
CONSOLE: Auditronix Mod. 501 |
Console—26 input inline config-
uration, full patch bay, 4 band
l sw/EQ, 6 aux sends, excellent
condition—complete upgrade
1984, a bargain at $16,900.
| MONITORS: Meyer 833 Moni-
| tors w/processor (mint), $4,000;
UREI 813, $2,500; MISC: ADR
Easy Rider Comp/Limiter, $600;
Eventide 910 Harmonizer w/key-
board, $1,000; Lexicon 224X 8.1,
$5,900; 15 channel automation
package. Complete and ready to
| go, 100 mm faders. Like new.
$2,800. Contact: Russel Bran-
non, Solar Audio & Recording,
6065 Cunard Street, Halifax, Nova
L Scotia, Canada B3K 1E6. (902) l

423-0233.

USED EQUIPMENT
Bought & Sold
List on request.
Summit
Audio

Inc.

PQOBox 1678
Los Gatos

CA 95031
408-395-2448

DIGITAL AUDIO PROCESSORS!
JVC VP101-ext. sync., mic/line mix
$950-together w/BR6400 direct drive
pro. VHS VCR, both for $2,600. Dig-
ital Editing & Formats Conversion,
Real Time Dupl. (202) 635-5588
PRODIGITAL, 3400 Pendleton Dr,
Wheaton, MD 20902.
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Studer D67 2-trk, BTX 4700 Sha-
dow & Cypher, 16 Aphex 500 A
VCAsin 19" rack mount pkg. w/ XLR
connectors, (1) pair Altec 9849A
monitors, (1) Crown 150 amp, (1)
Eventde HM-80 Harmonizer, (1)

Bryston 2B amp, JL Cooper MIDI |

Lighting Controller, MIDI to switch-
box | &I, Lexicon PCM 60. Call (212)
242-2100.

Sound Workshop Series 30 32 chan-
nel w/meter bridge and flight case.
Asking $12,000, Otari 5050 '4" 4 and
2 tracks, Lexicon Primetime, Even-
tide 910 Harmonizer, Korg SDD3000,
48 Point PRS %" patch bay (pre-
wired to pigtails, API console main-
frame (only). See pg. 116 of the May
issue. To make an offer and/or for
more information please contact
Steven @ PO. Box 791, Flushing, NY
11352, (718) 886-6500.

NEUMANN MASTERING SYSTEM
SX-74 with console and tape ma-
chine, including Sontec EQ, EMT
limiter, HF limiters, Elliptical Equal-
izer, variable pitch and depth. ALSO,
(4) AKG D-224 E mics, Ampex MX-
10 4-in, 2-out mixer. Contact: WALT
(301) 343-0994.

MCI PARTS
Specializing in JH416, JH428, JH10,
JH100, JH114 parts. Used heads,
cards, new lamps, assoc. spare
parts. Call for list and prices. Randy
Blevins (615) 361-8429,

VIA VIDEO SYSTEM VVE
FOR SALE
TWO YEARS QLD $15,000
PHONE (415) 957-1666

MCA AUDIO
Manufacturer of Professional
Audio Cables, Snakes & Acc.

XLR Mic. Cables 25' $16.75
MCA 16 Ch. Snakes 100’ $415
Orders/Info (317) 462-4583
PO. Box 864, Greenfield, IN 46140

MAKERS OF QUALITY PRODUCTS

STUDIO SUPPLY
Trade-in sale. Used Harrison, MCI,
Sphere & Sound Workshop consoles
for sale. Used Ampex and MCl tape
machines, various outboard equip.
includes Lexicon 224 reverbs taken
in as trades on our new equip. Sales,
new equipment also available. We
are new dealers for MCI, Amek,
AMS, Lexicon and other fine prod-

ucts. Call (615) 366-1890. John, or

Randy.

Excess Stock — Audio manufac-
turer liquidating unused wire, con-
nectors, transformers, components,
heatshrink tubing, hardware, multi-
cable, roadcases and many Kel-
sey mixing consoles at wholesale
prices. Call Craig for a complete
listing (201) 423-1300.

4-TRACK RECORDING STUDIO
Commercial production business lig-
vidated—all equipment for sale as
package only. New value $45K. Ask-
ing $28K. Forinfoor listcall L. NY at
(516) 883-8233.

JULY 1986

FAIRLIGHT CMI SERIES liX
Complete MIDI-SMPTE software.
Extensive sound library included.

$25,000
(203) 467-9038

| FREE ADS! NO CHARGE TO LIST
IN THE "LOCATER MONTHLY"
The National Paper for used
music gear! Guitars, Mixers,
Decks, etc!

CALL (213) 477-9222 24 HRS
PRIVATE SELLERS ONLY!
Subscribe for $12 a year!
2265 Westwood Blvd., #494

LA, CA 90064

AUDIO VILLAGE
NATION'S LOWEST COST
NEW & USED EQUIPMENT

(619) 320-0728

LEASE/BUY/SELL
Great prices and great service on
over 200 lines including Otari, Har-
rison, Soundcraft, Tascam, Amek,
TAC, JBL, Lexicon, AMS, Akai,
Fostex, KT, dbx and all the rest for
the best in new or used. Call for our
latest listing. AVC SYSTEMS (612)
729-8305, in MN call (800) 323-

0281. ]

Ampex MM1200 24-trk recorder.
Remote/auto locate w/ped. Com-
plete set of spares including 24-trk
head assembly. Excellent condi-
tion. Call George or Mike (914)
677-3733.

DANBURY ELECTRONIC MUSIC

~ CENTER, 84 Federal Road, Dan-

bury, CT, 06810, (203) 792-2794.
New England's oldest and most ex-
perienced Tascam dealer. All profes-
sional recording equip. and supplies
from stock plus widest selection of
electronic keyboards including Ya-
maha DX-PF.

—MAJOR ARTIST'S TOURING PA

FOR SALE—
Medium arena size JBL, Crown Mi-
croTech, BGW, Soundcraft, UREI,
dbx, Klark-Teknik, Shure, Senn-
heiser, AKG, Atlas everything in-
cluded. Complete system ready for
touring.

$55,000
CALL FOR DETAILS

(919) 274-4682

FAIRLIGHT-CMI SERIES lIX
all options, all software, huge library,
manuals, training, SMPTE/MIODI, im-
maculate condition, never been on
road—only used in studio, $21,000.
Call (416) 964-1885.

AMEK M2000A
Console, 28x16, 4" TRS patch bay
VU meters. Incl. 16-input "snake.”
$13,800/0bo. FOB. Los Angeles.
Call Allan (213) 655-2775.

Audio Cassette Duplication System
CETEC GAUSS master, loop bin,
and two slaves. 2" Ampex Master
Recorder, King loader, IT| labeller.
Excellent condition. (412) 687-3700.

CONSOLE
QUAD EIGHT PACIFICA
28x8x24 w/24 dir. 4 sends, 2 cues,
6 years old, excellent condition
MCI JH-16 24 track w/auto Loc. il
Prices negotiable for
immediate sale.
(313) 851-9766

—AMBIENCE RECORDING—

USED EQUIPMENT FOR SALE
HUNDREDS OF ITEMS AT
ROCK BOTTOM PRICES
JBL, CL&S, Crown, QSC, UREI, HME,

Genie, EDI, Trident, Soundcraft,
Pulsar, EAW, Shure, etc.

| CALLFORDETAILS AND PRICING

(919) 274-4682

Sweet Sweetening Deal
2" 4-tracks: Scully 280B, good con-
dition; MCI JH-110 loaded w/extras,
fair; $2,000 each. Both sync to BTX
Computerized Editor: Model 4500/
4600 with generator, excellent,
$3,500. Ferrograph mono dub/edit
decks, SP-7, $200. Maintained by
top NE studio. (617) 277-0041.

Sound Workshop Series 40 board,
32in/24 out, expandable, computer
ready w/high resolution meters and
pedestal bass. Talkback mic & goose
neck plus tool for connectors and
accessories. $16,000—Call (216)
832-3903. Ask for Jeff.

MCI528B Console exc.cond. JH 50
automation, custom producers desk,
28 inputs & 8 echo returns. Cali for
more details. GOODNIGHT AUDIO,
(214) 241-5182.

Studer Mark A0 2-inch 16-track, 15
& 30 ips wrautolocator, $14,000.
(212) 598-4640.

FOR SALE: MClJH-24 w/Autoloca-
tor lll—2 units both in excellent con-
dition; 3M M64 2 track; Scully 280 2
track. Mitsubishi X-80 (2 units avail-
able Sept. 1986). All equipment pro-
fessionally maintained and in service
in major studio. Broker participation
welcome. Contact Pat Scholes at
(901) 725-0855, Ardent Studios, Mem-
phis TN,

Stevenson Interface Console 22
in/8 bus/2 stereo mixes; 32 main-
frame 3 band sweep EQ; 4 cue
sends; Anvil Case. List $7,200, Sale
$1,990. Larry 1-800-624-2347.

MCI 528-24 inputs
Automation ready w/8 sub, automatic
muting phase meter, mic patch &
VU meters. Excellent Condition!
$35,000. AUSTIN RECORDING STU-
DIOS, (512) 444-5489.

TASCAM MS-16, new, $6,995, Re-
mote-Control and Session-Controller
also available, Ramsa 820T Mixing-
Console w/large Meter-Bridge,
$3,995. Callfor Revox-Cassette Mod-
el 710, Lexicon PCM 60 Reverb and
more. (312) 872-1665.

BELOW DEALER COST!
AUDIO CONSOLES FOR SALE
(1) Soundcraft 400B 24x8
(1) Soundcraft 400B 16x4
(5) Trident Trimix
8 mix house & 12 mix monitor
16x4x2 to 40x12x2
(1) Pulsar 80 series 32x8
CALL FOR PRICING AND DETAILS
(919) 274-4682

Stephens 811B 16-track recorder.
Todd Rundgren’s 1stmachine, com-
pletely factory rebuilt 3/85, excellent
condition includes synchronizer in-
terface, VSO and remote $10,500,
Audioarts 44 console w/case $4,750.
Call Chris at (914) 679-8848 or 679-
9954,

MCI JH-528B VU 28 1/0 modules,
(8) VCA Groups, (8) echo returns,
VU meters, spares, etc. $15,000 or
Best Offer. (212) 921-1711.

Neve 80 Series console currently
28x8x24, (4) Neve comp/iims. Cur-
rent format $36,100; to be upgraded
shortly to 36x8x24 w/24 record-re-
mix remix sub-mixer $45,900. Neve
24x8x16 $16,500; Can also be up-
graded w/24 record-remix submixer
for extra $8,200. Call Alex—London
01-521-2040!

PCM & LC-OFC
Sony PCM-501ES, 553ES, F-1 avail.
now. Linear Crystal—Oxygen Free
Copper Cable for interconnects, mics,
guitar & keyboard cables. Call for
orders and for info. Tues-Sat 10am-
6pm. (213) 829-3429,

(6) Kepex’s in rack w/PS. Capacity
15. $1,000—offer. Limiters: UREI 1176
LN, 1176, LA3A, dbx 160. (37) AP!
940 automated faders w/Allison 65K
automation, offer. EMT-S140 plate.
Tube Ser. #1671. Rack of 24 Flickin-
ger Parametric EQs mounted and
wired w/PS. Dimensions L25"xH5"»"
xW3%." a great ad to any console
$3,500. (2) Dolbys mod. 361, $1,400:
Yamaha 7'4" grand piano mint 1 yr.
old $7,500. Call Paul (312) 225-2110
or 241-6885.

AUDIO-TRACK SPECIALISTS
260 Ohio St. Johnstown, PA 15902.
Sound reinforcement, recording
and commercial sound equipment.
Hill Audio, Furman Sound, Tand-
berg, Amek and others. Call for
best possible price. (814) 539-4197.

Equipment
Rental

DIGITAL AUDIO EXPERTS

Fpecializing in digital tape machines,‘
everbs and effects processors. Tech
rical consultation included. 1
(213) 838-6555
Outside CA (800) 441-4415
PO. Box 491087
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"The Audio Rental People”
DIGITAL RECORDERS ¢ EFFECTS
SYNTHESIZERS e WIRELESSMICS
AUDIO FOR VIDEO © TIME CODE
1619 Broadway, NY (212) 582-7360

Equipment
Wanted

Otari MTR-90 24-track Series 2 of
recentvintage. Contact Pat Scholes
at (901) 725-0855, Ardent Studios,
Memphis, TN.

Instruction

BE A RECORDING ENGINEER!
New classes guarterly.
INSTITUTE OF AUDIO/VIDEO
ENGINEERING
1831 Hyperion, Dept. E
HOLLYWOQOD, CA 90027
(213) 666-3003

LEARN FROM THE

PROFESSIONALS

By Carol Kaye:
How to Play the Electric Bass. . .. $4.95

Electric Bass Lines #1 ........... 3.95
Electric Bass Lines#2........... 3.95
Personally Yours ............... 4.95
Electric Bass Cassette Course . .. 35.00
Electric Bass Lines #3 ........... 3.95
Electric Bass Lines #4 .. ......... 4.95
Electric Bass Lines #5 ........... 395
Electric Bass Lines #6 . .......... 395
How to Play Elec.

BassChords .................. 495

And Much More!

Please write for a free catalog.

Foreign postage: $2.00 1st book, $1.00 ea.
additional. $1.50 tor cassette. $8.50 C.K.
Bass Cassette Course - $13.50 to Australia,
N.Z. & Asia.

Sorry, no CODs. Colorado add 6% tax. Good
store discounts.
GWYN PUBLISHING CO.
177 Webster St., #272
Monterey, CA 93940
GOOD MUSIC MAKES A HAPPY WORLD

LOS ANGELES |

RECORDING WORKSHOP

Record producing program
Sound reinforcement program
Recording engineering program

‘ 5287 SUNSET BLVD,,

1 HOLLYWOOD, CA 90027
L (213) 465-4254. |
INSTITUTE OF COMMUNICATION

ARTS. Commercial Music Perform-
ance, Audio Engineering/Prod., Vid-
eo Prod./ Sound Reinforcement, Mu-
sic & Entertainment Bus., Communi-
cations, Electronic Music, Music
Theory & Arrang. 2 Yr. Prog/PT. Stud-
ies. 12-12840 Bathgate Way, Rich-
mond, B.C. Canada (604) 278-0232.
LEARN SOUND MIXING
12 hr videotape course includes
language, theory, mics, effects acous-
tics, band set up, 24-trk recording,
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concert mixing and more $239
Visa/MC/check. For brochure: Re-
cording Assoc. (503) 777-4621, 5821
SE Powell, Portiand, OR 97206.

PUT YOUR MUSIC TO WORK FOR
YOU. Successful Composer explains
techniques for packaging and mar-
keting production music for Industry,
Education, Documentaries, Film,
Video, and TV. Includes listing of
hundreds of Producers actively
seeking new music. Send $19.95 to:
Chromotone Music, Dept. X, 741 N.
Formosa, L.A., CA 90046.

The Mix Bookshelf offers the best
selections of books and tapes for the
audio, video, and music industries
from over 65 leading publishers.
Write or phone for your free copy of
our current catalog.

MIX BOOKSHELF

2608 Ninth Street

Berkeley, CA 94710

(415) 843-7901

O Business Opportunities
O Employment Offered
O Employment Wanted
O Equipment for Sale

O Equipment Rentals

Name _
Address . o

Phone o

Card #. N
Signature:

O Check or Money Order #:

Ad Copy:

L e

Maintenance
Services
g: Repair

| New York Technical
Support, Ltd.
IS
SERVICE

| "We are factory trained by SSL,
Studer, Otari, MCI, Ampex, 3M,

| Neve, Trident, and Scully.
Our work is guaranteed.”

‘ CALL
GREG HANKS
914-776-2112

1440 Midiand Ave., Suite 10
Bronxyi!le, NY_1 (@8

Categories Available (Check one.)

O Equipment Wanted

O Instruction

O Maintenance Services
{0 Record & Tape Supplies O Miscellaneous
O Recording Services

| am paying by (Check one)): O VISA O MASTERCARD

Amount Enclosed: $

Mail to:

(415) 843-7901

" RCA MICROPHONES — Repair

|
|
1

I

J

How to Place a Mix Classified

Please print or type in CAPITAL LETTERS and lower case. There are 8 lines to the inch
and approximately 24 CAPITAL letters per line or 32 lower case jetters. $70 per inch — 1"
minimum. Additional lines $10 per line. Bold type $10 per line. Black border or gray screen
$10 extra. Logos or display advertising up to 4" will be charged at $85/inch. Multiple insertion
rates available — Call for information. Payment by check, money order or charge must
accompany ad. DEADLINE is the 10th of the month, 12 months prior to publication.

O Rehearsal Space
O Session Player Available
O Studios for Sale

Expiration Date.

Mix Classified, 2608 Ninth Street, Berkeley, CA 94710

service on all models. Complete
sound and cosmetic restoration. 35
yrs. experience withcompany. ENAK
Microphone Repair, 420 Carew Ave-

—— nue, Pitman, NJ 08071. (609) 589-

6186.

Records & Tapes
[ DISC MASTERING — Cut from
| yourtapes atlow cost — Plating,
Pressing, Labels & Jackets —
LPs, EPs & 45s. Write for free
information:
THE CUTTING EDGE
Box 217 M
Ferndale, NY 12734
L (914) 292-5965

REAL TIME CASSETTE DUPLI-
CATION Perfect cassette copies
from your analog or digital mas-
ters at a modest cost. Any quan-
tity, fast turnaround, competitive
prices. MIRROR IMAGE (Call us
collect) (303) 694-6642.
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SUPPLIES

We are amajor distributor of Am-
pex, Agfa & 3M bulk & reel mas-
ter tape from %" to 2". We also
stock empty reels, boxes, video
cassettes, Norelco boxes & other
recording supplies. We manufac-
ture custom length bulk cas-
settes using top quality tapes.
Cassette duplication service
available. Please call or write for
our FREE catalog.

Advance Recording Products
7190 Clairmont Mesa Bivd.,
San Diego, CA 92111
In Calif: (800) 858-1061
CA Phone No: (619) 277-2540

PROFESSIONAL RECORDING

00

\ng

RECORD PRESSING
CASSETTE DUPLICATION
SEND FOR OUR PRICE LIST

CALL TOLL FREE

1-800-468-9353
925 N. 3rd Si.. Phila.. PA 19123

|_ Outside Calyapg) 854-1061 |

REAL TIME

Best Quality Cassettes using Naka-
michi decks only. Custom loaded
Agfa or BASF Chrome. Label and in-
sert printing, shrinkwrap, blank tapes.
SUPERB QUALITY
AT LOW PRICES
Uni-Sette, Inc. 5125 Marconi Ave.,
Carmichael, CA 95608. (916) 485-
9534.

| FACTORY DIRECT
PRICES ON 3M TAPE
| We can save you money.
Over 60 lines of professional
recording equipment.
STUDIOWORKS
{800) 438-5921

MASTER CASSETTE & DUPLICAT-
ING. Loads custom iength BASF,
AGFA & more. Apex on-cassette
printing. Blank or printed labels, Poly/
Norelco boxes. Bin-loop or real time
dup. Bulk blanks. Custom pkg qual-
ity and service. Low prices! Call
(800) 228-8919; in AZ (602) 234-
3023.

EASTERN
STANDARD
PRODUCTIONS

ESP

26 BAXTER ST BUFFALD NY 14207
* AUDIO CASSETTE DUPLICATION

High Quah

* VIDEO CASSET UPLICATION

(716) 876 1454

Super Low Prices on Agfa BASF,
Ampex and Mag Media, Bulk Cas-
settes and Accessories. Real-time
and High Speed Duplication. Call
or write for prices and brochure.
TRAXX RECORDING PRODUCTS,
24 Crest Way KC, New Fairfield,
CT 06812 (203) 746-3561.

CASSETTE DUPLICATION
Real Time and High Speed
12 Track Recording
"Quality and Pride keep
us both satisfied.”
PARADISE SOUND, INC.
PO. Box 63
Index, Washington 98256
{206) 793-2614

VIDEO TAPE-VHS & BETA
JVC LICENSED
Custom-Length Manufacture
AVI
1812 Tilghman
Allentown, PA 18104

TOLL FREE 1-800-858-3816

stal %, PHONE TOLL FREE
% 5y -800-826-6540

SOUND VIDEQ GRAPHICS - 1.615-843.0717
8002 Middie Valley Road. Mlnon TN 37343

| HIGH ENERGY CASSETTES
e C-62: 296
C-92: 35¢

AGFA. BASF, AMPEX & ULTRATEC IMPRINTING
CUSTOM LOADING AVAILABLE

25 Years Of Service To The Music Industry

S ) |
. =
CASSE"E

3M 250 1" AUDIO TAPE. Used one
time. Most splice-free. $10.00/reel.
Call Johnny or Elaine (818) 980-
9490.

Studlos s For ' Sale

24. TRACK RE RECORDING STUDIO
Excellent Manhattan location, well-
established clientele. Sale or partner-
ship w/options available. Send name
and phone number to: PO. Box
8130, FOR Statlon NY NY 10150

GREAT MIAMI LOCATION
Professional, large 2 story building.
Recording, film, video studios, offi-
ces, editing rooms w/ or w/o record-
ing equip. (Formerly Warren Sound)
plus one duplex-land 90" x 150".
Sale $350,000. Ownerfinance. Lease
or joint venture. Principals only. Call
Mr. Jay, (305) 758-0000.
PROF.24 TRK STUDIO INHOMEIN
IN NO. ATLANTA. Secluded Iot,
office, private entrance, multi-level
decks, Ampex machines, APSI| con-
sole, Neumann, JBL, Milab, Grand
and Electric Piano, etc. HOUSE &
STUDIO, $185,000. Cali Rick Rush-
ing (404) 252-0776.

MOBILE STUDIO

For Sale: Fully equipped 16-trk
mobile recording unit. 30’ truck with
separate control and announcer
rooms. Wired for 16-trk. SMPTE
compatible audio track console. Air-
conditioned, plush interior. Proces-
sors include Lexicon, Yamaha, Val-
ley People, etc. Full complement of
mics, stands, snakes, and power
separation gear. 65K. Call for more
info. (713) 481-2551.

COMPLEX/8400" and 20" in mtns.
WSW of Denver, 5Y%2 acre min. top
200° view ranchette, inc.; House,
separate $250.00 sq. ft. 1000 sq. ft.
Studio W/MCI 16-trk & console, plus
extras. Financing liberal for qual.
lone artist or family dream. Current
2K mo. income (303) 232-6444 or
447-0060/9100 W. 35th Ave., WHEAT
RIDGE, CO 80033.

Miscellaneous

((TRACK SHEETS )
BOX & REEL LABELS
e Cassette Labels & Inserts
e Drum Machine Sheets
e Alignment Plaques
e Plus many other items
PRINTED WITH
Your Studio Name
Address & Phone
FREE CATALOG
of specialized forms for the
\__recording & music industries )

SrubioForMs Co

186 Glen Cove Avonuo. SullazowM-n
Glen Cove, NY 11542-3505
(516) 671-1047
MG-1212 OWNERS—ATTENTION
NEW RECORDING HANDBOOK

Helpful techniques for the engineer
who needs more than justa manual.
Only $17.50 plus $1.50 handling,
send check or M.O.to: NORTH SIDE
RECORDS, 3237 Brighton Rd., Pitts-
burg, PA, 15212. Visa & Master-
Card—Call (412) 761-8044.

—FROM PAGE 142, ENGINEERING
anyone in the audio field is a never-
ending battle.

January Sound Studios,
Dennis Lowe

After 14 years in business, January
Sound Studios in Dallas is alive and
well, according to Dennis Lowe, who
says that their 32-track digital and 48-
track analog machines have been
busy as of late with an abundance of
record projects and commercial work.
Some recent activity included album
projects for Allen Ginsberg, Lou Anne
Martin, and James Rivers, and nation-
al radio/ TV spots for Miller, Blue Rib-
bon, and Chevrolet.

What do you look for in a new engi-

neer?
We haven't hired anyone fortwo years.

JULY 1986

There are plenty around, but all the
good engineers want to stay freelance.
They have their own client base, and
they come to me and say, “We want
the studio this weekend.” So the good
engineers pretty much have their
choice on where they want to work.
All T do is make sure that their job is
easy by providing them with what I
can as far as equipment goes.

What specific qualities do you look for
in an engineer?

[ like engineers who are specialized.
Every type of music demands a dif-
ferent type of engineer. For instance,
my record engineers don't do com

mercials because they aren't geared
for a faster pace, and they're usually
the kind of guys who come in with
jeans on and aren't ready to ineet with
corporate clients.

How do you know if an engineer will
work out or not?

It's very easy to put someone behind
one of these consoles and see what
they can do with it. And I can ask a
few guestions and know real quick if
they know what they're doing. Also,
an engineer better have a positive atti-
tude. Seeing an engineer under pres-
sure is a great way to see who they are
and what they’re capable of. How they
work around a problem is very im-
portant.

Is it pretty grim out there forengineers
looking for work?

Yeah. It's real slim. The young ones
who make it are the ones who work al/
the time. They have to start out doing
anything they can get. It takes a per-
son whoreally wants todo it. An engi-
neer, to get going, has to sell himself.
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Once he gets a clientortwo, it's just a
matter of word of mouth.

Omega Audio,
Paul Christensen

On the road and behind the glass,
Otnega Audio in Dallas is healthier
than ever in its 13th year in business.
Owner Paul Christensen says he plans
to continue catering toall needs of the
recording market, covering every
thing from remote projects such as
the recent Texas Sesquicentennial, to
album work for soul group New

Edition.

What do you look for in an engineer?
Firstly, | want them to have the ability
to serve. lf there were two engineers
side by side, one with better engineer-
ing chops than the other, 1I'd still
choose the onie with the better attitude
and willingness to serve. | believe you
can alwaysteach engineering chops,
but you can't teach attitude.

I'm not big on going out and trying
to find some heavy duty person who's
had ten years experience. 1 would
rather have someone who's real hun
gry and motivated, and I'd rather bring
thein along and train themn. Sonietimes
that ten years experience can set themn
intheir ways. | really believe in letting
people grow, and stretching them
selves.

Once an engineer is hired, what do
you expect from him?

A good attitude. This is a crazy busi
ness. | would tell anybody they're stu
pid to get into it unless they're abso
lutely hovked. You're guing to work
your rear off. You've got to be incredi
bly determined. If you don't live mu
si¢, to where you just feel like you're
on a high when you're in that studio,
you're really in the wrong business.

Would you let an intern or a newly
hired engineer work on a session with,
say, New Edition?

Sure. A lot of times | think we take
ourselves and this business way too
seriously. There's no reason why an
intern, after a couple of months with
me, can't second engineer unybody.
All of it is just common sense, and it
you have thetechnical know-how and
the right attitude, that's what it's all
about. You could tell me someone has
been in the business 40 years, and
that wouldn't guarantee he's a good
engineer. A perfect example: one of
my interns was second engineering,
and he actually knew more about the
equipment than the first engineer be
cause the first was an independent.
This out-of-house engineer didn't know
how to edit on our Mitsubishi X80, so
my intern showed him how to do it,
and he was on his own
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To stay number one, ycu've gotito make the best even Yetter. Which is whyv
for ten years Ampex has continued advancir.g the pertorrmance of masterir,g
tape. Through a decade of increasea performance and reliability. Grand Master”
456 remains the tape behind the sound of success. Which s why more top
alburns are recorded on Ampex tape than any other tape

in the world. For Grand Master 45€, the beat goes on. AM PEX

Ampex Corporation, Magnetic Tape Division, 401 Brcadway, Redwood City, CA 940631 415/367-38028 Ampe- €oporation » One of The Signal Ccmpames

World Radio History
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We've sold more professional PA

consoles than any company in
history. What can we possibly do for an
encore? Offer the professional specifica-
tions and flexibility which have made our
larger consoles the most desired in the
world — at a price any facility or tour can
afford.

Introducing our encore. The Series 500.
Consider a signal to noise ratio of
—80dB at unity gain, adjacent channel
crossialk of —90dB at 1kHz and vanish-
ing distortion of 0.005% at 1kHz.
Famous Soundcraft 4-band EQ features
high and low frequency shelving and
sweepable mid-range controls.

All inputs can be
routed to 6 aux send

busses, and to 8 JEEEEREEREEEE FHENE

subgroups on mod-
ules incorporating
8 more input chan-
nels. All this flexi-

............... R TR R RS
s s & -4

tively customize the Series 500 for each
different stage production.

Fully modular construction comes with
16, 24 or 32 input mainframes of
extruded and precision milled alumi-
num. An external power supply provides
48v phantom power, while eliminating
any transformer hum.

Around the world every night, at ser-
mons’ end and curtain call, Soundcraft
consoles mix more live productions
than any other. The Series 500 offers
the high level of excellence which built
that reputation, at a price which was
impossible until now.

Appropriate
Technolcgy
WIS y Wi IS
S0 affordable
technology.
Only
from

bility allows the

Soundcraft

user to effec-

= 1 S
INDCRAFT USA, 8500 Balboa Blv‘mge CA 91329, (818) 893-4351

SOUNDCRAFT ELECTRONICS CAqéPA, INC., 1444 Hymus Blvd., Dorval, Quejiea Canada, (514) 6851610
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