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If you haven’t tried the Neve V Series console, you should know

what you're missing;:

® Only console with 48 balanced multitrack busses and
48 track monitoring, PLUS
Famous Neve four-band parametric EQ with £18dB on all bands
Powerful Dynamics section with limiter/
compressor and gate/expander

® Revolutionary Flying Faders - the fastest
automation system available

¢ Incomparable Grouping and Linking for
absolute control

N Neve

A Siemens Company

BERKSHIRE INDUSTRIAL PARK, BETHE], CONNECTICUT 06801, U.S.A. - TELEPHONE: (203) 74.1-6230.

an
260 WEST 52ND STREET, NEW YORK, NY 10019, US.A. « TELEPHONI: (212) 956-nd6d. ﬂ —~
6353 SUNSET BLVD., HOLIYWOOD, CALIFORNIA 90028, US.A. « TELEPHONE: (213) 461-6383. 7
1221 16 TH AVENUE SOUTH, NASHVILLE, TENNESSLE 37212, US.A. * TELEPHONE: {615) 329-9584. P

MELBOURN, ROYSTON, HERTS 5G8 6AU, ENGLAND « T'E1 EPHONE: ROYSTON (0763) 60776 I he Official Training Center
POSTFACH 326 A-1031, VIENNA, AUSTRIA « T1 LEPHONL: 43-222.72930. for Neve V' Series and | ving Faders
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Why the world’s top studios
overwhelmingly choose
Mitsubishi digital
Of the top studios in Los Angeles, Nashville, New
York and London, the overwhelming choice for digital
is Mitsubishi. Why? Because the vast majority of top
producers insist on Mitsubishi for their digital work.
And why is that? Because Mitsubishi sounds best.
Mitsubishi machines make digital recording
profitable for the studio owner. They attract more and
better clientele - and command higher rates. Plus

they’re more productive and more reliable in profes-
sional recording applications.

le #139 on Recder Service Card

New X-880 32-channel digital

Mitsubishi’s new X-880 is smaller and lighter thanks tc
LSI technology. It uses less power and runs quieter. It’s our
third generation multi-track (we’ve been at this longer than
anyone). And it’s fully compatible with X-850 recorders, so
you’ll be compatible with most other top studios.

All the features of its predecessors are here and more,
including improved design auto-locator and a sample
accurate chase synchronizer option for 64-track lockup.

Call for a brochure or demonstration in your studio.

N Neve

A Siemens Company

Exclusive North American Distributor of
MITSUBISHI
OIGITAL PRO AUDIO

CT: (203) 744-6230 * NY: (212) 956-6464 * TN: (615) 329-9584 * CA: (213) 461-6383
CANADA - ONT: (416) 947-9112 * QUE: (514) 739-3368
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David M. Schwaniz and Penny Riker Jacob

Pictured on this
month's cover is the
Platinum Post
mobile facllity. The
52-input, 48-track
remote Is part of the
Piatinum Post family
of nine extensive
audio/video studios.
Located in Winter
Park, Florida. Piati-
num serves host to
Full Sail Center for
the Recording Arts.
Photo: Ed Malles.
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FROM THE EDITOR

Goodbye, Wally W
e recently lost another giant

of our industry. Wally Heider, a role model for many inde-
pendent recording studic operators, passed away March 22
after a lengthy bout with cancer.

Wally’s influence on the recording industry was enormaus.
He, perhaps more than anyone else, exemplified the inde-
pendent recording studio entrepreneur. From his origins as a
big band lover who traveled the West Coast in the early 50s
with a Concertone deck in his car to record jazz performances,
Wally channeled his passion into the development of two of
the top independent recording studios in the world, located
in LA. and San Francisco. In the process, he also became the
industry’s preeminent remote recording executive.

In Wally’s later years, his vision and imagination led him to
acquire the rights and footage to many of the classic big band
performances captured on films of the '40s. He cleaned up
these recordings and repackaged many of them for release on
his home video label.

Wally was a businessman who lived comfortably with his
appreciation of art. He knew how to build a top-notch staff
and he knew how to keep them motivated. “If a guy is busting
his ass, has the right attitude and takes criticism well,” he once
said, “you can put up with almost anything else he’s doing.”

Likewise, Wally’s desire to satisfy clients surprised many. In
all situations, he knew how to be a total professional, even in
the face of disaster. “By and large,” he said, “the fact is that the
client is right, even if it costs you money. Even if it’s 2 marginal
situation and you're extending yourself by doing more than is
expected, it will pay off in the long run, and the client will
keep coming back.”

Wally loved to innovate and had remarkable perception. He
was the first studio owner to buy commercial 8-track recorders
when they were introduced. He was also at the front of the
line when the 16-track machines came out. Along with his
penchant for being the first with the best came the prudent
thinking that “there is a thin line that has to be walked in
keeping studios competitive and up-to-date, and at the same
time not investing so heavily that you can’t make your money
back.”

Wally Heider was a rare breed of executive—and an inspir-
ing person to work for. We will miss him dearly.

Keep reading,

David M. Schwartz
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This, in a nutshell, is the problem: As
rhythm machines have become increas-
ingly more consistent, they've also become
increasingly less “human’” What you put in
has feelings. What it puts out doesn'.

Which is why we're taking this opportu-
nity to tell you about our remarkable new
R-8 Human Rhythm Composer, so named
because it makes the drumming as
natural as you had intended.

The R-8 doesn't simply move
beats around or“sloppy up”the
groove. To the contrary; it gives you
such incredible control that you
canshift the timing in increments as
small as 1/384 notes.

You can also program pitch, velocity,
decay and nuance to such an extent that
youllactually be able to hear the drumstick
move from the edge of the ride cymbal over
to the cup.

And you can do all of this in either a
predetermined way, in which case you use
the “Groove”mode. Or in an unexpected
way, in which you use the“Random”mode.
(Just because we call it “random”doesn't
mean you take what it gives. Once again,
you can control everything )

Nor does the“human”touch end here.
We've also made the 16 pads velocity- and
pressure-sensitive, so that the sounds end
up feeling vibrant instead of clinical.

The Roland R-8 has eight patches where
these “Human Feel”settings can be stored,
and each of these patches functions as an
“overlay” for any of the patterns in the R-8.

Of course, all of this wizardry would be
lost if the sound quality wasn't what it
should be. It is. The R-8 features 16-bit

drum and percussion sounds sampled at
a CD-quality 44.1 kHz. And even better,
both the eight individual outputs as well as
the stereo outputs are available for routing
those CD-quality sounds to a mixer for
individual processing,

Approximately 2,600 notes, or 10 songs,
can be stored in the R-8 internal memory.
And up to 100 patterns
with up to 99 measures
each, can be programmed
in the unit. The R-8 has
68 internal sounds. And

Even the drumsticks are mare human. When you Combme t_h€S€

with the two ROM/RAM cards, each of
which contains 26 sounds, you have

a total of 120 different drum and percus-
sion sounds.

One more thing. If you record a par-
ticular pattern on an R-8,you can always go
in after its been recorded and assign pan-
ning, tuning, nuance and volume for each
instrument for every single event in the
pattern. The result can be something to-
tally different than you'd expect from a
drum machine.

As you've gathered, our Human Rhythm
Composer is a truly remarkable and es-
sential piece of equipment. Or as Keyboard
Magazine put it, “If you're serious about
making electronic music with the depth
and expressiveness that used to require
real live musicians, you owe it to yourself
to get a demo of the R-8”

Our sentiments exactly.

Roland’

RolandCorp US, 7200 Dominion Circle, Los Angeles, CA 90040-3647
213 685-5141
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NEVE LINKS UP

WITH MITSUBISHI

In a dramatic announcement at the
NAB Convention in Las Vegas, April
29, Neve was named the exclusive
distributor of Mitsubishi Electric
professional digital audio products
in North America.

Effective immediately, Neve will
distribute and service the entire
line of Mitsubishi ProDigi-format
digital reelto-reel tape recorders
and ancillary equipment through-
out the U.S,, Canada and Mexico.

“It is the quality of the Mitsubi-
shi product that interested us,” says
Barry J. Roche, president of Neve
North America. “The kind of tech-
nology they've employed and their
dedication to the audio industry,
similar to our dedication, really
turned us on to coming together.

“In the long term,” Roche con-
tinues, “we’ll be able to produce a
better, less expensive, integrated
package to the studios—not only
the multitrack studios, but also
broadcast and post studios, and
obviously, film scoring as well. Hav-
ing some form of storage medium
available to us opens up all sorts of
possibilities for the future.”

Neve, a Siemens Company, will
consolidate existing Mitsubishi pro-
fessional digital audio sales and
service offices in North America
with its own four sales and service
centers in Bethel, Conn. (US. head-
quarters), New York, Nashville and
LA. Sonotechnique, Neve’s exclu-
sive Canadian distributor, will serve
as distributor for Mitsubishi pro
audio products in that country.

DUDDERIDGE ACQUIRES
FOCUSRITE

After months of speculation and
industry concern over the fate of
Focusrite Lid., Philip Dudderidge
announced on April 13 his acquisi-
tion of that company’s assets, and

the formation of a new company,
Focusrite Audio Engineering Ltd.
Dudderidge, who recently retired
as chairman and marketing direc-
tor of Soundcraft, emerged from a
group that included at least 12
other bidders, according to one
source.

“We have a fair amount of work
in progress already,” Dudderidge
says. “The ISA range of signal proc-
essors, plus the Forte Series of
consoles, gives us a considerable
scope for building the company
over the next 18 months to two
years.

“One of the reasons I was inter-
ested in Focusrite was the excel-
lence of its product and the fact
that it was so well-received in the
U.S. market,” Dudderidge adds, say-
ing that he expects to be taking
orders for ISA range deliveries in
early May, with product reaching
the States in early June.

Dan Zimbelman, former presi-
dent of Focusrite USA and now
interim U.S. distributor for the new
company, says his phone has been
ringing off the hook in recent
months, with people both express-
ing their concern and placing new
orders. “There has been incredible
market demand for Focusrite prod-
ucts in the North American record-
ing community. We are doing every-
thing we can to support the prod-
ucts we've sold, and we have every
confidence that we’ll be picking up
deliveries again shortly. The prod-
uct stands on its own.”

Focusrite Ltd., which was set up
in 1986 by Rupert Neve, had just
shipped its first two Forte consoles
to Master Rock in London and Elec-
tric Lady Studios in New York when
it ceased trading on January 30,
1989. Neve recently joined Amek/
TAC, but will continue to act as a
consultant for the new Focusrite.

The company is in the process

of moving to a new location at
Bourne End, Buckinghamshire,
near London’s west side. A new
engineering team has been assem-
bled under the direction of John
Strudwick.

CONVENTION NEWS

The Association of Professional
Recording Studios will be hosting
APRS '89 in London from June 7-9.
Now in its 22nd year, the show will
present more than 150 exhibitors.
Pre-registration is available; call
APRS at (0923) 772907.

The opening date of the 87th
Audio Engineering Society (AES)
Convention has been moved ahead
one day to allow expansion of the
technical program. Technical ses-
sions and workshops will now be-
gin at 9 a.m., Wednesday, October
18, 1989, and exhibits will open the
same day at 1 p.m. The Convention
will conclude at 6 p.m., Saturday.

The National Academy of Record-
ing Arts & Sciences (NARAS) is now
accepting applications for its 1989
grant program. Applications for the
up-t0-$5,000 research grants must
be received by September 1, 1989,
recipients will be notified on Janu-
ary 1, 1990. Contact NARAS Grant/
Research Opportunity Program, 303
N. Glenoaks Blvd., Ste. 140, Bur-
bank, CA 91502-1178.

MIX-UPS

The BusinessPages! advertisement
for Kajem Victory on Page 154 of
our May issue included an incor-
rect photo. Check the July Mix for
Kajem’s correct photo.

In our May feature “Digital Sig-
nal Processors in Northeast Stu-
dios,” we incorrectly stated that
Manhattan’s Marathon Recording
Studio was owned by artist/pro-
ducer Kashif. The Neve-equipped,
24-track facility is owned by David
Forrest. Our apologies. ]
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Fasl, accurate and powerful. Someday, all audio machines will be built this way, but
consider what the MTR-90's advanced techinology can do for you right now,

A capstan motor thats designed to be speed-slewed; designed so well that it stops
faster than it starts—and it slarts in 600 milliseconds 10 30 ps! (We can also give you our Specs
for 15 to 30 ips and from 15 10 75 ips if you "hink wete just kidding around)

Think about what all this means when you want your audio machine to be externally
controlled. Do you want a heavy flywheel working against you, or a light-weight printed circuit

motor of the latest design working for you?
And the signal electronics? Well, here we go again: GSPIPO—in vari -speed! Dynarnic
range /8 dB at 30 ips ... but you get the idea.

Now get the full story abaut the audio machine they‘ all still trying to
catch. Call (800) 338-6077 x101 to be connected to your Otari Representative, Eﬂﬂﬂ”
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Jerome E. Werner, formerly of Klipsch
& Associates, has joined dbx (Newton,
MA) as its new president. ..In Holly-
wood, CA, Thorn EMI plc plans to
acquire a 50% interest in Chrysalis
Record Companies, of Chrysalis
Group plc, pending governmental
and shareholder considerations. Jim
Fifield was promoted to president and
CEO of EMI Music Worldwide; Bhas-
kar Menon will continue as an execu-
tive director on the Thorn EMI board
...Trident Audio USA appointed
Donna Zimring as general manager
of its U.S. headquarters in Torrance, CA
...George Douglas joined Meyer
Sound Laboratories (Berkeley, CA)
as director of international sales, mar-
keting and SIM™ operations. . .In
Herts, UK, Philip Dudderidge, co
founder and former chairman of Sound-
craft Electronics, retired recently,
but will stay close to the company s a
consultant. . . UREI relocated to the
Harman Industrial Business Campus in
Northridge, CA; and JBL Professional
awarded Representative of the Year for
JBL and UREI products to Plus Four
Marketing of Walnut Creek, CA...
Centro Corporation (Salt Lake City,
UT) has a new director of operations,
Michael L. Prestwich. ..Rupert
Neve Inc. moved its West Coast oftice
to 6353 W. Sunset Blvd,, Suite 402, Hol-
lywood, CA 90028. Neve's reps for the
Neve Prism Series include Audiotech-
niques (NY) and Audio Intervisual
Design (LA.). . .Dan Zellman joined
the service staff of New York Techni-
cal Support (Chappaqua, NY); Al
Theurer and New York Tech formed
an installation company using the lat-
ter's name. . . Electro-Voice, Inc. (Bu-
chanan, MI) named Michael V. Tor-
lone as market development manager,
music electronics. . . The tenth annual
Seminar in Audio Recording will
take place at the University of Iowa
from June 12-23. . .In Salt Lake City, R.
Terry Hoffman is now president of
Centro Corporation, specialist in
mobile facilities. . . DOD Electronics,
also of Salt Lake City, presented the
Sales Representative Firm of the Year
Award to Crescendo & Associates of
Mirama, FL...Lindsay Allen was

named manager of professional audio
tape products at Ampex Corpora-
tion’s magnetic tape division in Red-
wood City, CA. . .Audio recording and
production company Music Annex
(Menlo Park, CA) has promoted Keith
Hatschek to vice president of sales
and marketing. . .Samson Technol-
ogies of Hicksville, NY, signed Every-
thing Audio (Burbank, CA) to be area
dealer for Soundtracs plc; in other
news from Soundtracs, Katie Seaman
was appointed marketing assistant of
the Surrey, UK, company...Audix
(Pleasanton, CA), announced several
new sales reps: Jamm Distributing,
Innovative Sales, Elliot Goldman
and JMS Marketing. . .ARX Systems
of Victoria, Australia, established a US.
branch headed by Algis Renkus in
Silverado, CA. . .James C. McKinney
is now chairman of the U.S. Advanced
Television Systems Commiittee in Wash:-
ington, DC. . .Matsushita Electric
Industrial Co. formed Panasonic
Communications & Systems Co. in
Secaucus, NJ; Keith Fujii will be pres-
ident and chief operating officer. . . Al-
tec Lansing (Oklahoma City, OK) ap-
pointed Frank McMullen as director
of manufacturing. ..In Los Angeles,
Emmy winner Mike Dennis is now
the online editor/producer for Editel/
L.A... . Audio Animation in Knox
ville, TN, has added six new engineers
to its staff...Telex Communica-
tions (Minneapolis, MN) promoted
Dan Dantzler to vice president of
sales; other changes include Don Mer-
een as executive director of marketing
and Ted Nemzek as senior director of
sales, audio-visual products. . . Techni-
cal publisher Gary Davis & Associ-
ates moved to 3237 Donald Douglas
Loop South, Santa Monica, CA 90405
...Michael Messerla moved up o
national field manager at JVC Profes-
sional Products Co. (Elmwood Park,
NJ); Donn Barclay was promoted to
national sales and marketing manager
of consumer video, John O. Brown is
the new national manager of market
development, Kevin Weinhoeft is
national sales manager of the Portable
Audio Division and Nancy Fleming
joined as public relations manager. ll
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INTRODUCING SONY'’S ALL NEW APR-24 MULTITRACK RECORDER.

Analog recording has a new synchronization system which rock solid 4-inch casting. Long life
state of the art. Sony’s APR-24 accepts video reference, LTC and amorphous heads. And micro-
Multitrack Recorder. VITC signals. Which makes it per- processor-assisted alignment. All

As you'd expect, the APR-24 fectly suited for post production. standard on every machine.
delivers extraordinary sonic quality. There's also a newly designed, So if you're getting ready to up-
Because it's Sony-engineered from remarkably fast transport built on a grade your facility, upgrade with
top to bottom. But it also offers the APR-24. Contact your Sony

some things you might not expect. Professional Audio representative,
Like a built-in, multi-featured ® or call Sony at 800-635-SONY.

PROFESSIONAL AUDIO
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IT'S THE
LITTLE THINGS
ABOUT THE
IL SERIES
THAT YOU'LL
APPRECIATE.

Take a close look at the Soundtracs IL
Production console. An outstanding console that's
achieving acclaim amongst commercial recording

studios around the World. Designed to meet a

production climate that's radically changing with

engineering that matches efficiency with vision.

More important, though, listen to the
way it sounds. This 32 bus console offers very low
noise, minimal crosstalk and a degree of sonic
transparency that sets new standards.

Combine these attributes with a
sensitive yet effective equaliser section to create
one of the sweetest sounds to be found anywhere,

perfect for high quality track laying.

And while our crystal

clear layout s

free of gimmickry,

we've included a number of

unique features and sophisticated circuit

designs which, together with Soundtracs

Tracmix fader automation, provides versatility
to set your creativity free.

Little things in themselves. But

in the Soundtracs IL, add up toa

rather special production console.

IL4a832
L3632
o &

SOUNDTR"CSS

CREATIVE ENGINEERING

SOUNDTRACS PLC, 91 EWELL ROAD. SURBITON, SURREY
KT6 6AH ENGLAND. TELEPHONE: (01) 399 3392/8101
FAX' (01) 399 6821. TELEX: 8951073 STRACS G

SPECIFICATIONS:
0O 48 OR 36 CHANNELS O 104 OR 80 INPUTS ON REMIX
OINTERCHANNEL CROSSTALK RETTER THAN —88dB (v 1kHz
a MIX NOISE 32 INPUT ROUTED BETTER THAN —82d8B

EXCLUSIVE US DISTRIBUTOR:

SAMSON-

Technologies Corp.

SAMSON TECHNOLOGIES CORPORATION, 485-19
SOUTH BROADWAY, HICKSVILLE, NY 11801, USA
TELEPHONE" (516) 932 3810 FAX- (516) 932 3815




SESSIONS

AND STUDIO NEWS

NORTHWEST

At Triad Studios in Redmond, WA, Jef-
fery Olson produced a new album for
Leonard the Dog. . .Recent sessions at
Starlight Sound in Richmond, CA, includ-
ed Little Charlie and the Night Cats
recording their second album on Alligator
Records. The album was produced by
Bruce Iglauer and enginecred by Bill
Thompson, with assistance from Ron
Rigler. . .Recent happenings at Alameda
Digital Recording (Alameda, CA) in-
clude “Rappin” Ed Holmes cutting the
official song of the 1989 St. Stupid’s Day
Parade, with J.J. Jenkins and George
Petersen engineering and producing. . .
Barney Bentall & the Legendary
Hearts were at Mushroom Studios in
Vancouver, BC, recording the song “True
Love Ways” for an upcoming feature film,
Cualifornia Dreaming. Ken Marshall en-
gineered the session. . . Also in Vancouver,
Turtle Mobile Recording recently taped
live shows for Michelle Shocked and
Cowboy Junkies at the Commodore. The
recordings were engineered by Larry An-
schell and assisted by Dave Trgovcic. . .
Robin Hitchcock, taking a break from
his U.S. tour with R EM, stopped by Hyde
Street Studios in San Francisco to record
six songs. Wendy Bardsley engineered,
with Larry Schalit providing assistance
...The members of Whitesnake were
very busy at Granny’s House in Reno
working on their new album Work-Fest
with engineer Mike Clink of Guns N’
Roses fame. . .At Ironwood Studio in
Seattle, engineer Jay Follette was busy
working with the Fraid Nots, as well as
with producer Linda Waterfall and con-
temporary folk artist Heidi Muller on her
new album...Tuck and Patti were at
Soma Sync Studios (formerly Savage Stu-
dios) in San Francisco mixing their latest
album for Windham Hill Productions. How-
ard Johnston engineered and Mary Ann
Zahorsky assisted. . . Heart finished up
sessions at Steve Lawson Productions

(Seattle) in preparation for their new al-
bum on Capitol. Brett Eliason was at the
faders. . .British TV personality Grace
Kennedy was at Studio D in Sausalito,
CA. Her solo project was engineered by
Joel Jaffe and co-produced by Alan
Glass and Errol Kennedy . . . At Differ-
ent Fur in SF, Howard Johnston was en-
gineering a project for jazz pianist Henry
Butler and Dancing Cat Productions.
George Winston produced and Chad
Munsey assisted. . .

SOUTHERN CAL

Fishbone was in at Summa Music
Group in LA. recording the Say Anything
soundtrack. The project was produced by
David Kahne, engineered by David
Leonard and assisted by Lori Fumar. . .
At Westlake Audio, also in LA., producer
Michael Masser mixed down tunes for
Natalie Cole’s new release on EMI Rec-
ords, with assistance from Steve James.
Cal Harris was at the board, with engi-
neering assistance from Mark Hagen. ..
Juniper Studios in Burbank has recently
completed audio post-production on all
the 30- and 60-second syndicated spots
for Hill Street Blues and The Bob Newhbart
Show. . .EMI artist Richard Marx was at
Lion Share Recording Studios in LA
recording overdubs and mixing a new al-
bum, co-produced by Marx and David
Cole. Laura Livingston assisted Cole
with engincering duties, while Fee Way-
bill contributed backing vocals to a few
tracks. . . At The Enterprise in Burbank,
comedian Charles Fleischer (the voice
of Roger Rabbit) and Craig Huxley cre-
ated special sound effects for Disney’s new
prime-time CBS series Hard Times on
Planet Earth. Huxley used the Synclavier
9600 as a workstation to manipulate
Fleischer’s voice for one of the lead char-
acters ...The Doobie Brothers were
secn in The Enterprise’s Studio B mixing
their highly anticipated reunion album,
Cycles, for Capitol Records. The project

was engineered by Devon Bernardoni
and producer/engineer Rodney Mills.
Andrew Ballard assisted. . .The legen-
dary Ella Fitzgerald was at Group IV
Recording in Hollywood working on a
new album produced by Norman Granz.
Angel Balestier engineered, assisted by
George Belle. . .Producer/engineer
Mark Dearnly was at Amigo Studios
working on ex-Sex Pistols guitarist Steve
Jones’ second solo album for MCA Rec-
ords. Mike Scott assisted at the sessions
. . .Producer/songwriter Raymond Jones
was at Pacifique Recording Studio in
North Hollywood laying down vocal tracks
with MCA artists Body. Larry Fergusson
and Khaliq Glover engineered the pro-
ject. . .M'Bila Recording Studio in Hol-
lywood hosted singer Stephanie Mills
along with producers Timmy Gatling
and Alton “Wokie” Stewart, working on
a “slammin’ hip-hop tune”. . . At Village
Recorder in LA, engineer Jeff Harris
and producer Jeff Finer were complet-
ing work on a single for new rock artist
Ronnie Way. . . Producer Preston Glass
was at Mad Dog Studio in Venice cutting
tracks for Japanese artist Hiroko's Ameri
can debut LP. Maureen Droney handled
the faders, with Don Tittle assisting. . .
Great White was at Total Access Record-
ing in Redondo Beach recording and mix
ing that band’s latest Capitol Records re-
lease. Titled Twice Shy, the LP was pro-
duced and arranged by Alan Niven and
Michael Lardie. Lardie engineered, as-
sisted by Eddie Ashworth and Melissa
Sewell. . .Paul Fox was at Skip Saylor
Recording in LA. producing Virgin Rec
ords artist In-Tua-Nua. Ed Thacker ¢ngi-
neered and Pat MacDougall assisted. . .
Capitol artist Suave was tracking in the
Neve room at Aire L.A. Studios in Glen
dale. Paul Arnold engineered, with An-
thony Jeffries and Jackie Forsting as-
sisting. . . Atlantic Records’ new act The
Subdudes were at Sunset Sound Fac-
tory in Hollywood with producer Don
Gehman (John Mellencamp). Ed Thack-
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Now you need only one microphone to
cover a whole range of tasks. The
Josephson C-602 has our new vacuum.
deposited gold condenser capsule with
selectable omni and car dioid directional
patterns. Select bass rolloff or flat response
for close-up or far field use. The wide
dynamic range and very low noise make it
suitable for all kincs of sound environments.
The $400 price makes it suitable for all kinds
of sound budgets. It's mode in Germany by
MB Electronic, famous in European
broadcast, recording and film studios since
1966. Hear it at your faverite pro audio
dealer, or call us for more information.

JOSEPHSON ENGINEERING
3729 Corkerhill,

San Jose, Calif. 95121

(408) 238-6062
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er enginecred with Scott Woodman as
sisting. . .[LA’s Elumba Recorders re
ports that George Clinton was in mixing
a new Warner Bros. act Treylewd, featur-
ing Clinton’s son. Donnell Sullivan as
sisted engineer larry Fergusson. . .

SOUTHWEST

Sugar Hill Recording Studios in Hous
ton reports a flurry of “nuevo-wavo” re-
cording projects. Ramex Records group
Industria Del Amor wrapped up their
latest album, Xelencia completed their
second album for Cara Records (it’s al
ready climbing the Tex-Mex chants), and
Spanish artist Mary Maria put the final
touches on her second album and penned
adistribution deal with Cara/CBS Interna-
tional. . .Austin band Poi Dog Ponder-
ing wus at Arlyn Studios finishing up an
EP for the Texas Hotel label. Mike Stew-
art produced and engineered the proj-
cct. . .Recent Austin activiny: Javelin Boot
at Cedar Creek Recording, Los Deflec-
tors at Uppercut Studios and The
Debonaires at Lorien Sound Studio
.. .Producer Steven Arnold completed
station 11> and music packages at Future
Audio in Dallis. Doug Phelps engi
neered the sessions. Also at Future Audio,
Graceland Records rap artists PID were in
mixing, with Randy Adams at the con
sole. . .

NORTH CENTRAL

Grammy Award nominees The Jets were
in Paisley Park’s Studio B in Chanhassen,
MN, working on songs for their upcoming
album. The project, tentatively titled You
Better Dance, was produced by David
Z...Andrew Batchelor recently com
pleted his first full-scale album release at
Kopperhead in North Canton, OH. The

jazz-fusion project made extensive use of

the Synclavier Digital Music System, with
programming assistance from Lee Kopp.
The live sessions were engineered by
Bruce Hensal and George Payne. ..
Mark Manley wus at Soto Sound in Chi
cago to produce an album for singer/song
writer Marvin July; Jerry Soto was at the
board. Also at Soto was blues legend
Mighty Joe Young...Speuaking of leg
ends, Chubby Checker was at McClear
Place Recording Studios in Toronto
putting final vocals on one of his new
songs, produced by Dean Landon and
Caron Nightingale. Engincer Paul Shu-
bat wus at the board, assisted by Paul
Seeley. . . Producer/arranger Tom Ton
99 was at Tone Zone Recording in Chi-
cago with R&B vocalists The Steelers

working on a hard-luck tune, “I Need
Some Duckies.” Roger Heiss engincered
the tracks. . . “One Shining Moment,” the
song used for Super Bow! XXI and last
vear's NCAA Basketball Playofts, was chos:
en as the theme for this vear's NCAA Play-
offs. The song was recorded at Solid
Sound in Ann Arbor, MI, by singer/song-
writer David Barrett. . . Jamaica’s Tony
Bell & Kutchie started tracking cuts for
an album at Seagrape Recording Stu-
dios in Chicago. Tommy White was at
the faders. . . Logos Production Studios
recently finished mixing Christian record:
ing artist Lee Behnken's album. Also
completed at the studio, a jingle for Ball
canning jars. engineered and produced by
Steve Mathews. . .

SOUTHEAST

CBS artist Don Johnson wis at New
River Studios in Fort Lauderdale, FL, re-
cording vocals for his upcoming 1P. He
was joined by Discos/CBS artist Yuri
Velenzuela on background vocals. The
project was produced by Keith Diamond,
engineered by Acar Key and assisted by
Dave Barton. . .Singer/songwriter La-
vonne Battle was at Polymusic Record-
ing Studios in Birmingham, AL, cutting
tracks for her debut album. Charles Hall
produced, with Michael Panepento co-
producing and engineering. Members of
the band Benz provided the musical ar

rangements. Also at Polymusic, the 6-piece
a cappella group The Diptones was in
cutting tracks for their first release. Pane-
pento produced and engineered. . . Pea-
bo Bryson completed his Capitol Rec-
ords release, All My Love, at Cheshire
Sound Studios in Atlanta. He co-produced
with Dean Gant and Dwight Watkins.
Thom Kidd ran the SSL and Tom Pee
assisted. . .Audio Arts Recording in
Miami supplied 16-track recording equip-
ment to Univision Television Network for
4 Maria Conchita Alonso presentation.
Remix was done at the Audio Arts facility.
Jorge Pacheco handled the sessions. . .
At The Money Pit in Nashville, Highway
101 were in doing vocal, guitar and steel
overdubs for their third album on Warner
Bros. Paul Worley and Ed Seay pro-
duced, with Seay and Clark Schleicher
atthe controls. . .At Music Works in Hol-
hwood, FL, John Martyn and Michael
Shiner completed a 12-minute post score
for the Cenvill Corporation and two com

mercial post scores for Burdines. ..For

mer Jason and the Scorchers bassist Jeff
Johnson was at Maxwell Sound in
Athens, GA, producing a demo package
for local artist Clifton Hill. . . At Midi-




Its Not Just A Phase
WeTe Going Through.

The tremendous success of
the Tannoy PBM series of
reference monitors is by no
means coincidental. Since the
introduction of the world
renowned NFM-8 nearfield
monitor. much time and effort
has been spent on discerning
the needs of the mixing
engineer and the applied re-
quirements of “‘playback moni-
tors”’. The PBM Line ex-
emplifies this commitment to
excellence in reference studio
monitoring. These compact
loudspeakers sport robust poly
cone mid-bass transducers
utilizing efficient long-throw,
high power voice coils. The low
frequencies are carefully con-
trolled by optimumly tuned
ports located on the rear of the
loudspeakers. Hi frequencies

are provided by Hi Power ferro
fluid cooled polyamide dome
tweeters which extend H.F.
bandwidth beyond 20KHZ. The
driver accompaniment is knit-
ted together by means of a
precision hardwired crossover
unit, utilizing robust low loss
components. and heavy-duty
input terminals which will ac-
cept standard 3/4’° spaced
banana plugs and the majority
of high quality. specialist audio
cables. Transducers and cross-
over assemblies are neatly
housed in a stylish, high densi-
ty., partical wrap cabinet,

specially designed to minimize
unwanted cabinet resonance,
and high frequency reflection.
In summarizing, we have left
the best feature of all for last
‘*price versus performance.”
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land Recording Studios in Coral Ga-
bles, FL, Emilio Estefan was in mixing
three songs for Japanese artist Seiko. Clay
Ostwald and Jorge Casas co-produced
and John Haag engineered, assisted by
Will Tartak. . . There’s been lots of activ-
ity at Javelina Recording Studio in
Nashville, including tracking for Mark
O’Connor’s upcoming Warner Bros. re-
lease. O’'Connor co-produced with Paul
Worley and Ed Seay. Seay, assisted by Clark
Schleicher, handled engineering duties
...At Real to Reel Studio in Stock-
bridge, GA, heavy metal group Snow
White was in tracking and mixing its de-
but album. Joe Randolph engineered
and Snow White produced...The
O’Kanes were at Soundshop Record-
ing Studios in Nashville self-producing
their new album for CBS, with Pat Mc-
Makin at the controls. . .New York artist
Yazzmin was at New Memphis Music
cutting dance tracks, with Niko engineer-
ing...Roy Clark was overdubbing at
Nashville’s Sound Emporium, with Gary
Laney engincering. . .

NORTHEAST

Island Records artist Laree tracked and
mixed her new single at Sunset Produc-
tions in New York City, with producer
John Robinson and engineer Sue Gib-
bons at the controls. . . Barry Diament
Audio in Riverdale, NY, recently mastered
the new Guns N’ Roses CD, G N’ R Lies,
for Geffen. Barry Diament also mastered
the Edie Brickell and New Bohemians
CD, Shooting Rubber Bands at the Stars
.. .At Evergreen Recording in Manhat-
tan, Roy Ayers completed his upcoming
Ichiban Records release. Winding up the
project were Lamont Moreno mixing
and Eddie Esz editing and sequencing
.. .Capitol artists The Smithereens were
at Crystal Sound Recording in NYC
working on songs for their new album.
Jim Ball and Larry Buksbaum cngi-
neered the project, with assistance from
David Mann and Barry O'Doherty. . .
Rob Wolf recently completed his latest
track, “Someone Like You.” The song, re-
corded at Chung King House of Metal
in New York, was produced by Yaron
Fuchs and engineered by Kevin Rey-
nolds. . .New York Voices, a new 5-part
fazz. vocal group, wrapped up work on
their first, self-titled album for GRP Rec-
ords. Producer Mike Abene and engi-
neers Craig Bishop and Josiah Gluck
captured the sessions at Sear Sound in
New York City. . . Full Force were back at
Bayside Sound in Bayside, NY, working
on Doc Ice’s solo album for Jive Records,

with John Fig at the controls. . . Stanley
Jordan was at Manhattan Center Stu-
dios for a concert/video shoot/digital re-
cording for Blue Note Records. . . Atlantic
Records recording artists Silent Running
were in from Belfast, Ireland, working on
tracks for their upcoming album. Frankie
LaRocka and Peter Denenberg pro-
duced the sessions at Acme Recording
Studios in Mamaroneck, NY, with Denen-
berg engineering and Tom Leinbach
assisting. . .London Recordings artists
Cookie Crew were at Island Media
Services in West Babylon, NY, complet-
ing their next single. Prince Paul pro-
duced and Al Watts engineered. . . Andrea
Lauren was at Chestnut Sound in Phil-
adelphia recording three songs and a video
for Dorfman Productions. Lauren and Joe
Alfonsi produced the sessions, with Les
Chew ut the controls. . . The 1989 network
music promo for PBS was recently record-
ed and mixed at Premier Recording,
Washington, DC. Composed and produced
by Demos Chrissos and Matthew Nich-
oll, the spot will be customized for indi-
vidual PBS affiliates throughout the coun-
try. . .New label ATCO Records took artist
Tangiers to Kajem Victory's Derringer
Gun Factory near Philadelphia to record
their first album. Andy Johns (Cinderel-
la) engineered and produced the project
.. .John Sebastian was at Nevessa Pro-
duction in Woodstock, NY, cutting basic
tracks for an upcoming album project with
Jerry Marotta on drums and Jeremy
Alsop on bass. Chris Andersen was at
the board. . .Rap artist Heavy D was re-
cording and mixing tracks at Omega Re-
cording Studios in Rockville, MD, with
Jack Knepley engineering for MCA/Up-
town Records. . .Allison Maryatt was
appointed stuaio manager of Baby Mon-
ster Studios. She recently completed pro-
ducing The Thing, with Gil Abarbanel
engineering. . . Smokin’ Records’ Minute-
men were at Power Play Studios in
Long Island City working on new mate-
rial, with engineer Norty Cotto and as-
sistant Yianni Papadopoulos. . .Virgin
UK artist Raymond Simpson was at 39th
Street Music Productions working on a
new album, with Don Wershba engi-
neering, Ed Douglas assisting and Jim-
my B. and Harvey Goldberg producing
.. .At Normandy Sound, Warren, RI,
Phil Greene and Aerosmith’s Brad Whit-
ford were producing tracks for the Neigh-
borhoods on Road Racer Records. Greene
engineered, assisted by Joe Pires. . . Pro-
ducer Justin Strauss was at LN.S. Re-
cording in NYC working on overdubs for
the remix of “Stop” by Erasure for Warner
Bros. Eric Kupper was on keyboards and

Gary Clugston was at the board. . . Tuto
Aquino of Prime Cuts in NYC edited
various cuts on Paul Shaffer’s upcoming
LP, including “Louie, Louie,” “Tear it on
Down” and “Radio.” Roger Pauletta edit-
ed Shaffer’s “Coast to Coast.”. . .Nucleus
was at Home Base Sound Studios work-
ing on its new album, with Judy Feltus
engineering, Andy Green programming
the synths and Joe Webb and Dennis
Williams producing. . .Luther Van-
dross was at Sound on Sound Record-
ing in NYC recording vocal overdubs.
Michael O’Reilley engineered with
Bryce Goggin assisting. .. Jeff Gotts-
chalk recently produced a remake (and
sang all the vocals) of the classic “Do-
Wop"” commercial for Crazy Eddie at
Pyramid Recording Studios in New
York. John Tendy provided saxophone
and Werner F engineered, assisted by
Angela Dryden. ..

STUDIO NEWS

Conway Recorders in LA, purchaser of
GMLs first Moving Fader Automation Sys-
tem, has become the first to implement
the GML Series 2000 Automation System
into the Neve VR resettable console. ..
Seattle-based Steve Lawson Produc-
tions upgraded its audio post-production
facility with a NED PostPro, enhanced with
a Macintosh II graphics workstation and
remote controller/editor/locator. . .New
River Studios, Ft. Lauderdale, FL, recently
purchased a Sony BVU-850 %" SP editing
VTR. In addition, a Studer A80 center-track
time code machine and %" Studer 4-track
machine have been added for layback
capability. An Akai S950 sampler with li-
brary has been purchased for its audio
post-production facility. . . With the help
of Audioline, Nexxus Studios in Wau-
kesha, W1, has upgraded its 8-track studio
to 16 tracks with a Tascam M-600 console,
a Tascam MS-16 recorder and an ATR-60
2N recorder. . . Country singer Emmylou
Harris has taken delivery of a TAC Match-
less multitrack recording console at her
facility in Nashville. . . Waves Sound Re-
corders in Hollywood, CA, purchased a
Magnatech MR-10035-4 35mm recorder to
enhance its audio sweetening capabilities
.. .Post Logic in Hollywood is tearing
down walls and building a six-room post
facility. The 12,000-sq.ft. facility will house
two Synclavier rooms, two SSL rooms and
an ADR/prelay room...Steve Vai and
designer Art Kelm announced the com-
pletion of Vai’s new studio, Mothership,
in his Hollywood Hills home. Each of the
five rooms in the facility sits atop floating
floor pads, and the control room boasts a
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It's true. Music and painting are very similar. A stroke of red, a touch of chorus. A splash of blue,
a wash of reverb. Either way, it's art. And every artform has its masterpieces. And its tools.

Introducing the Alesis QUADRAVERB. An all-new 16 bit digital, simultaneous ]
multi-effects processor and dead-serious musical tool. With QUADRAVERB, |
your mixes will be mirror images of the sound in your head. No letdowns.
No noise. No nonsense. No boundaries between art and creation.

Inside, QUADRAVERB is alive with colors. Chorus, flange,
phase shift, pitch detune and delay... all in stereo, to give
your music depth and space. For absolute tonal control
4 there are 5 bands of parametric and 11 bands of graphic
" e.q. And, of course, there's the unmistakable clarity
and drama of the award-winning Alesis digital reverb
programs.

With full programmability, 100 memory slots, and 90 factory
programs created by the best ears in the business,
QUADRAVERB gives you total artistic freedom. Plus, in
QuadMode™ four of these flawless 20kHz bandwidth ®
effects occur simultaneously. Like crunching thousands

of dollars worth of studio gear into one rack space.

. ' o
With very little cash, and even less effort, you can use _— :
QUADRAVERB on your next mix... plug it into your £~
instrument rig... perfect your sound. .

See your Alesis dealer today and hear what £ h
state of the art really means.

Michelangelo would agree,
QUADRAVERB is a masterpiece. i ‘e %

ALESIS
STUDIO ELECTRONICS AN

LOS ANGELES:
Alesis Corporation 3630 Holdrege

Avenue * Los Angeles, Ca. 90016 _ c
LONOON: .
Alesis Corporation ¢ 6, Letchworth .

Business Center « Avenue One,
Letchworth, Hertfordshire SG62HR
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o the ZMC-10,

Announcin:

With adlffenence thats patentlyclear.

Developed after two years’ experience
on the road with the acclaimed ZMC-1
system, the ZMC-10 brings you the same
revolutions mbal miking concept, at
ous drummers can afford.
tpms all the essential fea-
mal: most importantly, the
4C microphones—so unique
ir exclusive design has just
been granted inthe United States.

Dedicated to amplification alone, the ZMC-10
gives you the same cymbal sound quality as the
ZMC-1—the system used by top professionals like
Neil Peart, Gregg Bissonette and Tommy Aldridge—
in a mono unit. Featuring a newly designed hi-hat
channel and a superior master EQ control, the ZMC-10
gives you all the close control you need.
You' ll get the same precise, crystal-clear separation
' and amplification of each cymbal in your
set-up. Same individual miking for total
control of mixing and balance. And the
same bottom line: the most faithful cymbal
sound ever.

The ZMC-10 system features three ZMC
cymbal microphones, one hi-hat mic and the
By ZMC-10 mixer unit. Extra mics are available
from your authorized Zildjian dealer.

For more information, write: Avedis Zildjian Company
22 Longwater Drive, Norwell, MA 02061
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rebuilt APl 40-channel console. . . Sound
Associates in New York now has 1 com
pletely digital MIDI studio with the addi
tion of the AudioFrame digital audio work
station. . . Cereus Recording in Tempe,
AZ, added the remote compact controller
to its Adams-Smith 2600 synchronizer. . .
Editel/LA opened a suite dedicated to
color revision, enhancement and correc
tion in tape-to-tape transfer, using the Da
Vinci color correction system. . .Modern
Telecommunications Inc. (MTI) an
nounced the move of Compugraph De
signs and Image Mix to a new computer
graphic/special visual effects and post
production center in NYC. The new plant
will be called The Image Group. . .UK
based DAR made its first US. sale of an
8-channel SoundStation 11 digital audio
recording, editing and production system
to GHL of Nashville. The SoundStation 11
will be slaved to a conventional multitrack
recorder to enhance creative control over
lead instruments and vocals. . .Savage
Studios of San Francisco has changed its
name to Soma Sync Studios and has
acquired a new SSL console featuring a G
series computer. Other new gear includes
a Lexicon 480L, Eventide Ultra-Harmonizer
and Otari MTR-12 2-track mastering deck
..Tim Jordan Rentals in LA pur
chased a Sony PCM-3348 digital multitrack
recorder. . .River North Recorders in
Chicago added a 64 stereo-voice, 16-out
put NED Synclavier 9600 with a Direct-to-
Disk™ recorder. The studio plans to con
nect four rooms to the system with cus
tomized Macintosh 11 graphics worksta
tions. ..In other NED purchases, The
Plant Recording Studios in Sausalito,
CA. took delivery of an optical disk
equipped Synclavier with an 8-track Di
rect-to-Disk, which will allow the studio
to expand into video and film post-pro
duction markets. . . Chicago Recording
Company'’s recent digital recorder pur
chases included two AMS AudioFiles, a
Mitsubishi X 850 32-track and two Sony
PCM-2500 DATs. Other digital purchases
included two Emulator 11 samplers and a
Lexicon 4801 reverb with sample memory
expander. . . Cantrax Recorders in Long
Beach, CA, added an Alesis MIDIverb 11
Alesis HR-16 drum machine, a DigiTech
1PS 33 pitch shifter and a dbx 166 comp
limiter. . . Turner Broadcasting/WTBS
in Atlanta ordered an AMS ‘Calrec digitally
controlled virtual console system and an
AMS AudioFile for its new post-production
suite. . .Newly incorporated AMI Video/
Post Inc. completed renovation of an edit
suite and added a video production sound
studio. A 24-track audio for-video record
ing suite is in the works. n




Add Sizzle
to Every Reel

Studio C

PHOTOMAG, New York City
(212) 687-9030 -

Mixing Engineer, Peter Holcomb

You already know about Neve’s great sounad, but for Able to handle up to 4 st=reo iracks usly for
oday’s post production, more and more flexibility is re- mono or stereo TV or film LCRS, music, dialogue. efzects
uired to satisfy your client’s needs. To be cost effective, a and even laughs are on’y a push button away. Plus, Neve’s
oom must offer a wide range moving fader automation

f formats, each under easy THE NEVE POST PRODUCTION SERIES SPptures your every nuance,

“ontrol. and the option to stere and
recall settings lets vcu finish
Whether it’s a 30-second promo or a two-hour movie off yesterday’s overrun in Setwzen today’s rushes.
n Dolby™ stereo surround, Neve’s multiformat post
productiom console - designed for ease of operation — So whether you finish or. full coat, one-inch or D2, now
akes for the perfect take every time. you can add sizzle to every reel

NEYE

A Siemens Company

CT: (203) 744-6230 NY: (212) 956-6464 TN: (615) 329-9584 CA.: (213) 461-6383

Dolby is a registered trad k of Dolby Lab: ies, Inc. TPhotograpny, by Michael Parten-o




Processing in the DCE stereo Digital Compressor/
Expander is performed entirely within the digital domain,
thus avoiding conversion degradation and ensuring transpar-
ent processing of digital recordings.

The DCE’s compressor section offers special processing
characteristics ranging from mild compression or AGC action
all the way to no-artifact “zero attack time” peak limiting.
The unit’s independent expander may provide complemen-
tary noise reduction or special processing effects.

Simple, intuitive control of the DCE’s processing power is
achieved by use of only 3 push buttons and one rotary knob.
The unit’s high-visibility LGD provides confirmation of all
operating modes and parameter settings. Several factory
presets are available for a quick start, and all dynamics set-
tings may be stored for later retrieval in one of 99 user pre-
set locations. All parameter settings and presets may be
modified, stored, or rzcalled in real time without “glitching”
or other undesirable audible artifacts occurring.

While the DCE offers enhanced control over traditional
processing parameters such as attack time, release time,
threshold (via the SETPOINT adjustment) and gain, it also
possesses the unique ability to vary the percentage of proc-
essed and unprocessed signal at its output (via the unit’s
MIX control). This feature allows you to further refine
the desired processing to impart more or less aggressive
implementation.

In addition to the straightforward front panel controls, the
DCE may be remotely controlled by RS-422, RS-232, or MIDI
format controllers.

The DCE readily accepts input from SDIF-2, SDIF-3, and PD
digital format devices, as well as others. An optional analog
interface is also available.

Thanks to the DCE, you are no longer required to degrade
the quality of your digital program by converting to analog
simply to perform compression or expansion. Now, you are
truly capable of taking your sound to the highest quality level.

TAKE YOUR SOUND TO THE
HIGHEST QUALITY LEVEL WITH THE VALLEY
DIGITAL COMPRESSOR/EXPANDER!
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INTERNATIONAL, INC.

PO. Box 40306 - 2817 Erica Place
Nashville Tennessee 37204
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by Ken C. Pohlmann

DiGITAL

INTERFACING

FORMATS

Figure 1: SDIF-2
Interface
Format

ack in the old analog days, intercon:
nection was relatively easy. As long as
you plugged the male plug into the
female socket, analog signals were
happy. Today, in the digital domain,
interconnection is a good deal more
complex. Sampling rate, word length,
control and synchronization words,
and coding must all be precisely de-
fined to permit successful digital inter
facing. Sure, you can perform conver-

sion, then interconnect with analog
signals, but that’s lame. As a result,
numerous data formats have been de
vised to interconnect digital audio
devices without degradation. Let's
take a quick look at several of the
most common: SDIF-2, PD, AES/EBU
IEC (or SPDIF) and MADI.

The SDIF-2 (Sony Digital Interface
Format) is employed in some of So
ny’s professional digital products.
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There are two separdte connections,
one for each audio channel. A separ-
ate connection for word sync is com-
mon to both channels. Although any
sampling frequency can be used, the
intended sampling frequencies are
44.050, 44.1 and 48 kHz. The signal is
structured as a 32-bit word, as shown
in Fig. 1. The MSB (Most Significant
Bit) through bit 20 is used for digital
audio data; when 16-bit samples are
used, the remaining four bits are
packed with 0s. Bits 21 through 29
form a control word. Bits 21 through
25 are held for future expansion; bits
26 and 27 hold an emphasis ID deter-

1 SUBFRAME (32 BITS)

each sample. Each audio channel is
transmitted along a separate electrical
conductor. Additional interconnection
information is conveyed via two sta-
tus channels, formatted the same as
the audio channel. Two 16-bit words
can be used to indicate recording sta-
tus of the multitrack recorder. For
example, the appropriate bits are put
in a logical O state if the correspond-
ing channel is in record mode. In the
32-track recorder, the first 16 status
channels are called the Rec. A signal,
and the next 16 channels are called
the Rec. B signal.

The Audio Engineering Society, in
conjunction with the European Broad-
cast Union, has established a standard

e
) 4 2
L ML Y]
SYNC |s sis AUDIO DATA s|viv|cip
8 8|8 B8

PREAMBLE _/
OR SYNC GROUP
AUXILIARY AUDIO
OR OTHER DATA

DIGITAL AUOIO/

SAMPLE DATA

AUDIO SAMPLE VALIDITY -—/ ’
USER BIT DATA
AUDIO CHANNEL STATUS

SUBFRAME PARITY

Figure 2: AES/EBU Serial Interface Format

MADI CHANNEL 0 _] /
MADI CHANNEL ACTIVE

AES STEREO B/A
CHANNEL BLOCK SYNC

AUXILIARY AUDIO
OR OTHER DATA

Figure 3: MADI Interface Format

mined at the point of A/D conversion;
bit 28 is the dubbing prohibition bit;
hit 29 is a block-flag bit, which signi

fies the beginning of an SDIF-2 block.
Bits 30 through 32 form a sync¢ word.
Internully, data is processed in paral-
lel; however, it is transmitted and re-
ceived serially through digital input

output (DIO) cards.

Multitrack recorders manufactured
by Mitsubishi adhering to the PD or
ProDigi format use a unique intercon-
nection format. Blocks are transmitted
at a rate equal to the sampling fre-
quency selected. Audio data is given a
32-bit field; the first 16 bits are used
(MSB tirst) in most applications. A
word clock marks the beginning of

1 SUBFRAME (32 BITS)
g e
e g ——de— g 0
L ML L
oj1)12)3|s S(s AUDIO DATA S|viu|C|P
8 B|B 8
DIGITAL AUDIO AUDIO SAMPLE VALIDITY

SAMPLE DATA

USER BIT DATA
AUDIO CHANNEL STATUS
SUBFRAME PARITY

S

interface known generally as the AES/
EBU interface. It is a serial transmis-
sion format for linearly represented
digital audio data. It permits exchange
of digital audio information, including
both audio and non-audio data be-
tween professional audio devices.
The AES EBU format conveys two
channels of periodically sampled and
uniformly quantized audio signals on
asingle, twisted wire pair, over distanc-
es up to 100 meters. Special process-
ing allows for longer distances. Left
and right audio channels are multi-
plexed, and the channel is self clock-
ing and self synchronizing. Because
the format is independent of sampling
frequency, it can be used with any

sampling frequency, including, of
course, the three sampling frequen-
cies recommended for PCM applica-
tions: 32 kHz, 44.1 kHz and 48 kHz.

The format defines a subframe as a
set of audio sample data with other
auxiliary information; two subframes,
one for each channel, are transmitted
within a sampling period; the first
subframe is labeled A, and second is
labeled B. A frame is a sequence of
two subframes; the rate of transmis-
sion of frames corresponds exactly to
the sampling frequency of the source.
With stereo transmissions, subframe
A contains left channel data and sub-
frame B contains right channel data.
For mono, the rate remains at the 2
channel rate, and audio data is placed
in subframe A. A block is a grouping
of channel status data bits and an
optional grouping of user bits, one
per subframe, over 192 source-sample
periods. The start of a block is desig-
nated by a subframe preamble.

The format specifies that a subframe
has a length of 32 bits, with fields
defined as shown in Fig. 2. The start
of the first subframe is designated by
a subframe preamble used to synchro-
nize and identify audio channels.
Three types of preambles identify: the
start of subframe A and, hence, a frame
(also the start of a channel status
block), the start of subframe A other-
wise, and the start of subframe B.

Audio data occupies 24 bits; data is
linearly represented in 2's comple-
ment form, with the MSB transmitted
last. If the audio data does not require
24 bits, then the first four bits may be
used as an auxiliary data sample, as
defined in the channel status data.
Since most devices use 16-bit words,
the last 16 bits in the data field are
used, with the others set to zero. Four
bits conclude the subframe: an audio
sample validity bit is O if the audio
sample is error-free and 1 if the sam-
ple is defective. A user data bit may
be used as an option to convey user
data. The audio channel status bit is
used to form a block for transmitting
information about the interface chan
nel and other system parameters. This
block is formed for each channel from
the channel status bits from 192 suc-
cessive frames. The start of a block is
identified by the associated preamble.
A subframe parity bit provides even
parity for the subframe; this is used to
detect errors and monitor channel
reliability.

Received blocks of data are formed
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Conventional 15” and 18" drivers are not true
sub bass. They never were. Simple physics tells us
that devices of this type simply aren’t capable of
properly reproducing today’s ultra low frequencies
as music.

Of course, only Turbosound would plumb the
depths of low bass technology to come up with an
entirely new solution to this problem (we stooped
to conquer, as it were). Which explains the radical
— what else? — design implicit in our TSW Series
Subwoofer enclosures.

There are really {wo parts to the TSW system:
The first half is a remarkable speaker designed by
Turbosound and manufactured to our rigid specs ty
Precision Devices, an EdgeTech company. This 12-
sided cast frame driver, available in 24" and 21”
sizes, employs the world’s only 6” voice coil and a
special motor assembly (magnet & voice coil) to
produce 600 watts RMS of lucid and articulate low
bass power.

Circle #116 on Reader Service Card

.
- - -

Our patented TurboBass™ device is the second
half. It uses a high-velocity partial horn-loading
technique to optimize cone control. This allows the
TSW Series tc achieve amazing levels of bass pro-
jection from a decidedly comnpact enclosure.

For those seeking a little less sub bass than our
highly acclaimed TSW-124, we are proud to intro-
duce the new TSW-121 enclosure with a precision
21" driver.

Now you can experience deep bass the way you
always dreamed it could be: Musical, with maxi-
mum impact, tightness and transparency. Without
undifferentiated bass rumble and the need for
unnatural-sounding compensating electronics. And
it responds more quickly to transients than sub-
woofers using mechanical piston-driven designs.

If you're looking for sub-bass visibly one step
above (or below, depending on your perspective)
the competition. it’s Turbosound.

)nly Turbosound is Turbosound ®
(U Turbosound
an (L EdgeTech company

LONDON * NEW YORK s TOKYO

Edge Distribution Corporation RR-2, Box 1141C, Milewood Road. Millbrook, NY 12545 Tel: (91-1) 567-1400 =ax: (314) 677-6287 IMC: EDC-US
Turbosound L.td. Star Road, Partridge Green, West Sussex RM13 5EZ Tel: (040.3) 711447 Fax: (0403) 71015.» Telex 878723 IMC TURBO-UK
In Canada: Omnimedia Corp. Ltd., 9653 Cote De Liesse, Dorval, Quebec, H9I* 1A3 Tel: (514) 636-9971 Fax: (514) 636-5347
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from each of the subframes to yield
block A and block B; block size is 192
bits long, from 192 successive frames.
Each channel-status data block con-
sists of 192 bits of data, as 24 bytes,
transmitted one bit per frame in each
audio channel. The channel status
block is synchronized by using the
alternate subframe preamble every
192 blocks.

Byte 0 of the channel status block
contains information on sampling rate
and use of preemphasis, byte 1 speci-
fies signal type, such as stereo or
mono, byte 2 specifies word length

and byte 3 is reserved for multichan
nel functions. Bytes 4 and 5 are re-
served. Bytes 6 through 9 contain al
phanumeric channel origin code,
while bytes 10 through 13 contain
alphanumeric destination code. Bytes
14 through 17 specify a 32-bit sample
address. Bytes 18 through 21 specify a
32-bit time of day time code, with 4.
millisecond intervals at 48kHz sam-
pling frequency; it can be divided to
obtain video frames. Byte 22 contains
data reliability flags for the channel
status block and indicates when an
incomplete block is transmitted. The
final byte, byte 23, contains a CRCC
code word across the channel status

SIMPLY THE BEST!

level output,

Simon Systems ™ s setting a new standard of excellence
in professional audio signal processing equipment. It
began with the DB-1A Active Direct Box. Boldly designed
and independently powered*, the DB-1A delivers perfor-
mance that blows every other DI away. The DB-1A’s
unique design is based on totally active (transformerless)
circuitry with no insertion loss. With features like line
rechargeable battery capability, and
automatic power system check, it's easy to understand
why so many professionals refer to it as simply the best
direct box money can buy!

Then came the CB-4 Headphone Cue Box. With four outputs independently
controlled by conductive plastic stereo power controls, the CB-4 allows up to
four headphones to be driven from the same amplifier. A three-position switch
selects left mono, right mono, or stereo mix, and XLR
input/output connectors are provided for paralleling addi-
tional cue boxes. It's no wonder why the CB-4 has become
a standard in the industry.

The tradition of excellence continues with the RDB-400
Integrated Direct Box. Based on the same design techni-
que which made the DB-1A the premier direct box of the
industry, the AC powered RDB-400 is four direct boxes in
one. It can be rack or floor mounted and has countless
uses. It features line level output mode with infinitely
variable trim, attenuation mode with stepped variable trim,
input overload LED,speaker level input pad,balanced and unbalanced buffered
outputs with front and rear XLR connectors, ground isolation switch, and a
toroidal power transformer.

*Simon Systems PS.1 Power Supply ls recommended

@ HMON SYSTEMS
MEADPOM O RO

SYsrs 1 1

Sl | 2
o I'_";'L; - HERNE nOf"
o‘jo Ohd| O Okd

Ll o o |®
So the next time you think signal processing equipment, think like a pro:
Simon Systems — Simply the Best! ™

Thanks for setting the trena:
GLENN CAMPBELL  JOHN COUGAR » FLEETWOOD MAC ¢ WHITNEY HOUSTON
KENNY LOGGINS e JEAN-LUC PONTY e JEFF PORCARD ¢ REQ SPEEDWAGON
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& SIMON SYSTEMS™ENGINEERING, INC.
g 707 Clear Haven Drive, Agoura Hills, CA 91301. (818) 707-9980

block for error detection. The struc-
ture of user data is not defined.

The electrical parameters of the
AES "EBU format follow those for bal
anced-voltage digital circuits as de-
fined by the CCITT; driver and receiv-
er chips used for RS-422A communica-
tions as defined by the EIA are typi-
cally employed. The transmission cir-
cuit employs a symmetrical differen-
tial source and twisted-pair cable,
typically shiclded. The cable’s charac-
teristic impedance should range from
90 to 120 ohms at the data rate (about
64 times the sampling frequency).
The waveform’s amplitude (measured
with a 110-ohm resistor across a dis-
connected line) should be between 3
and 10 volts peak-to-peak.

The receiver should provide both
common-mode interference and di-
rect-current rejection, using either
transformers or capacitors, or optical
interface. The receiver should present
a nominal resistive impedance of 250
ohms to the cable over a frequency
range from 0.1 to 6 MHz. A maximum
of four receivers can be connected
across one line. Input (female) and
output (male) connectors use an
XLR-type connector with pin 1 carry-
ing signal ground, and pins 2 and 3
the unpolarized signal.

Consumer products use an [EC for-
mat (sometimes called SPDIF or Sony/
Philips Digital Interface Format) de-
rived from the AES/EBU standard. It is
largely identical to the AES/EBU stand:
ard, and in many cases professional
and consumer equipment can be di-
rectly interfaced; however, differences
do exist, particularly in the channel
status and user bits. Serial bits are
arranged as twelve 16-bit bytes. A
gencral status code format defines the
first eight bits and bit 15 of this block.
The first six bits define a4 control word.
Bit 0 defines professional or consum-
er format (as in the professional for-
mat), bit 1 defines normal or digital
data, bit 2 shows use of copy-prohibit,
bit 3 shows use of preemphasis, bit 4
is reserved and bit 5 specifies 2- or
4-channel audio. Bits 6 and 7 define
the mode; only mode 00 is presently
defined. Bit 15 designates either a
consumer/professional mode or pro-
gram transfer mode.

The consumer interface does not
require a low-impedance, balanced
line, as does the professional stand-
ard. Instead, a single-ended cable is
used, with 0.5-volt (peak-to-peak) am-
plitude. Conventional phono cables

Circle #028 on Reader Service Card
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the past, and the computer with its full sized
keyboard has transformed our console into thg
most powerful and flexible music production
system currently available.”

John Hudson
Mayfair Recording Studios, London

“C’est la premiére console a me permettre de
réaliser toutes les.idées et toutes les envies
sonores que j'ai pu avoir sans effort et sans
stress. Il n'y a plus aucune limite a la créativité.
C’est le seul instrument de musique qui tradui
exactement mes émotions. Faire du mixage est
un réel plaisir.”

Dominique Blanc-Francard

“It's great to have been involved in the
development of the new computer system and
its new software features. The huge increase ir
speed and flexibility of operation makes it by f
the most advanced mixing system available. A:
for the sound, I'm delighted with the end resu
The transparent musicality of the new
electronics is a pleasure to experience, whethe
mixing or recording. I'd be at a disadvantage tc
have to work with anything else.”

Bob Clearmountain
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can be used; however, video-type
phono cables are recommended. Al
ternatively, some consumer equip-
ment uses an optical connector and
fiber optic cable.

MADI (Multi-channel Audio Digital
Interface) carries the AES/EBU inter-
tace one step further; it is intended to
provide a standard means of intercon
nection of multichannel digital audio
equipment. MADI allows up to 56
channels of data to be conveved along
asingle length of BNC-terminated ca-
ble for distances up to 50 meters.
Audio samples up to 24 bits are per
mitted. Using this interface, one can
perform a single anatog-to-digital con
version on the original audio signal,
then perform all subsequent process-
ing through recording consoles, mul-
tichannel recorders and mixdown re
corders without leaving the digital
domain. Whereas an interconnection
between console and multichannel
recorder with the AES/EBU format
requires two cables for every two
audio channels (e.g., send and re
turn), a MADI interface requires only
two cables for up to 56 audio channels.

MADI protocol is based on the

QUEST MARKETING
P.0. Box 20
Auburndale, MA 02166
Phone (617) 964-3466
FAX: (617) 969-7758

QUEST MARKETING

4451 North Log Cabin Drive
Sunte 132

Smyrna, GA 33080

Phone {404) 432-6405
FAX- (404} 333-9335

AES/EBU formut; the MADI channel
format difters only in the first four bits,
as shown in Fig. 3. In the MADI for
mat bit 0 is a flag indicating channel
0, the first to be transmitted in a sam
pling period. The following channels
are transmitted sequentially. Bit 1 in
dicates whether the data is valid, as
interpreted by the transmitting system.
Bits 2 and 3 encode the three possi
ble (4 bit) preambles transmitted at
the start of an AES' EBU subframe. The
remainder of the MADI format is iden-
tical to an AES/EBU subframe. This is
useful, because MADI and AES EBU
are then compatible, allowing free
exchange of data.

However, the physical data links
themselves differ. Whereas the AES
EBU can use a twisted-pair wire to
convey approximately 3 Mbit/second,
MADI must use coaxial cable to sup-
port 125 Mbit/second. The interface
is designed as a transmitter-to-receiver
link; in the case of a console and
recorder, two cuables for sends and
returns are required. Standard 75-ohm
video couxial cable with BNC connec
tor terminations is used. Alternatively,
fiber optic cable can be used.

The common data rate may range
from 32 kHz to 48 kHz. Higher sam

pling rates can be supported by trans
mitting at a lower rate and using two
consecutive MADI channels to achieve
the desired sampling rate. To facilitate
synchronization between equipment,
MADI may be accompanied by a sepa
rate, distributed, master synchronizing
signal applied to all interconnected
equipment.

Clearly, the old male/female head
aches were nothing compared to to
day's digital tribulations. Digital audio
interconnection is @ whole new ball
game. But with a little pressure from
vou, the buving client, a little cooper
ation and forethought from manufac
turers, and a little luck, we could be
moving at 100 million BPS with abso
lutely no hassle. Imagine if all con
soles, tape recorders and peripherals
had a fiber optic MADI interface. Plug
in a couple of little strands, and your
studio harness is complete, without
grounding problems, hum, interfer
ence or even soldering. ]

Ken C Poblmann recently chaired the
AES Internationdl Conference on 1ig
ital Audio, beld in Toronto, and pib-
lished the second edition of Principles
of Digital Audio, and The Compact
Disc Handbook.
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Mastering and editing are as important to the task, with no loss of digital integrity. Combining
quality of a record as the final mix. With the the advantages of a hard disk recorder with
emergence of CD) as the dominant consumer familiar multi-channel console controls, 01 is
software medium, a new approach is needed to immediatelv accepted by engineers, editors and
bring the quality of service traditionally producers.
provi'dc.’d by the .vinyl disc mastering room to More importantly, by extending creative
the digital domain. control over the mastering process, 01 enables a

01 provides ali the sonic processing, editing quality of production to match the new age of
and final assembly facilities required for this release formats,

ESEDICITAL

Solid State Logic

Peghroke O-ford, England OX5 IRU (0865) 8423(0
Paris (1) 34 60 46 66 ® Milan (2) 612 1723 ® New Yorkh 1212) 315 1111 ® Los Angeles (213} 403 4444 @ Tokyo (81) 3320 1101
LS. TOLL FREE NUNMBER 800 3430101



JUXTAPOSITIONS

by Mel Lambert

SPECIALIST SKILLS
IN THE AUDIO
M ARKETPLACE

ecently I had reason to ponder the
intended nature of my column, mainly
because I looked back at what I wrote
here exactly a year ago. As chance
would have it, my column focus 12
short months ago was live sound pro-
duction, which happens to be the
editorial theme of this issue. In that
column I talked about the fact that, by
the very nature of their profession,
live sound engineers operate under a
unique set of circumstances-—trying
to provide a consistent, high-quality
sound in environments far from ideal.
Despite that uniqueness, 1 argued,
live-performance console jockeys
have more in common with fixed-
base engineers thidn might at first
seem to be the case.

Commenting that the technical qual-
ity of live-perform-
ance hardware
has improved rad-
ically during the
last half-decade, 1
suggested it is
now possible to
“achieve a quality
of sound in live
performance that
rivals current-gen-
eration control
rooms.”

I still feel the
same way. But
with all due re-
spect to their
chosen profes-
sion, I still feel
that live-sound
engineers often
try to achieve the
impossible. Sev-
eral times during
the past year I

have been confounded by the fact
that basic principles of live-sound
mixing have gone unobserved, simply
because the engineer at the console
tried to be too fancy.

A couple of weeks ago I got into a
long, animated discussion with a cou-
ple of sound engineers who were han-
dling sound for a national tour. I was
particularly interested in the amount
of outboard gear they had loaded into
a half-dozen large racks at the house
mix position, and wondered how they
were able to handle such a complex
setup.

As it turned out, system control was
indeed one of their major problems.
In attempting to duplicate in live per-
formance the myriad effects used dur-
ing production of the studio tracks
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JUXTAPOSITIONS

(one of the engineers had been at
some remix sessions, so he was famil
iar with the sound blenders and bend
ers used in the control room), several
factors were preventing them from
making much progress.

Not that the mix sounded bad; 1
can live with a “pared-down” version
of a complex studio balance, so long
as the performance has that magic of
a band enjoving themselves on stage
and playing good music for an atten
tive, supportive audience. Although
the drum sound was crisp, tightty
gated and well-balanced internally in
the live mix, the bass, keyboards and
vocals sounded ragged.

I suspected—and my suspicion was
Later confirmed—that more time had
been dedicated to getting the drums
down at the start of the wour, and that
the overall mix, given the variety of
venues encountered on the tour, nev
er developed much from there. In a
nutshell, lack of rehearsal, limited set-
up time at each venue and sensory
overload during the two-hour perform-
ance led to compromises.

My advice was to let the drums look
after themselves for a couple of nights
and spend some time bringing togeth-
er the rest of the instrumentation;
don’t even think about the outboards
(beyond some EQ, standard compres-
sion and basic factory reverb/ambi-
ence presets) until the audience be-
gins to hear and enjoy the basic mixes
from the stage. Then add refinements,
rather than starting out with the idea
that evervthing needs to sound exactly
as it did in the studio.

Despite the arsenal of tools at our
disposal, producing live sound is a
very difterent proposition from pro-
ducing in the controlled environment
of a recording facility. With the ever-
increasing sophistication of swudio
techniques, the statement 1 made a
vear ago—that live sound quality can
rival studio sound, provided we oper
ate the hardware with a semblance of
intelligence—applies more than ever
today. In this context, “intelligence”
means conceding that you might not
be able to handle every situation
exactly as vou would like. Compro-
mise is a fact of life.

One way around this problem
would be to reevaluate the precise
role of live-sound mixing. 1 suggest
that audiences do not necessarily ex
pect the sound at, let’s say, LA’s Uni
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versal Amphitheater or the Meadow-
lands in northem New Jersey, to sound
exactly like a CD through T-20s. Heck,
if they really want ultra-fi, why not just
crank up the home stereo?

“Live” is an entirely different expe-
rience. An audience wants to see and
hear the artists on stage. The nuances
of a mix will, by and large, be lost on
them; so why not mix sound that's
representative of the group’s signa-
ture, and use your time at the board
to follow solos, ride horn and vocal
sections, or punctuate the concert
with subtle enhancements that add
that “something” to the show?

I recall a concept that dates from
my college days. During a post-gradu-
ate course on “Science, Underdevel-
opment and the Third World,” I stud-
ied the ways in which multinational
companies sometimes persuade small,
technology-hungry nations to reequip
their industrial centers and factories
with capital- rather than labor-inten-
sive technologies. It makes little sense
for a newly independent African na-
tion to adopt, for instance, microproc-
essor-based manufacturing techniques,
when the country doesn’t have the
trained people to install and maintain
the plant, which, when completed,
employs dozens rather than hundreds
of people.

“Appropriate technology” involves
the kind of lower-tech processes that
create new jobs for a larger number
of people, require little training and
make use of hardware that can be in-
stalled and repaired by existing main-
tenance staff. The resultant scenario
of “technological dependence”—as a
Third World nation finds itself in a
debt spiral while it attempts to trade
on world markets with products that,
for complex reasons, cannot compete
with products from developed coun-
tries—is still prevalent around the
world.

It’s also an analogy that works, to a
certain degree, with live-sound mix
ing, where we sometimes forget that
while a gleaming box may be offered
to us, it might be more appropriate to
look elsewhere for a solution, and
maybe retain the ability to wuse a little
to produce a lot. It’s a laudable philos-
ophy for everyone in pro audio. W

Mel Lambert bas been actively in
volved with professional audio on
both sides of the Atlantic for the past
decade, and is president of Media&
Marketing.
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Ihe

oecrets of

Drum Miking:
emote Recording
-ngineers speak OUt

BY G EORGE PETERSEN

rums are the most difficult instruments to record. Offering
extremes in both frequency response and dynamics, the drum
set provides a formidable challenge to the recording engineer,
even under the best conditions. When an engineer attempts to
record a badly tuned kit on a cramped drum riser in 2 boomy, rever-
berant hall where the onstage monitor levels exceed the threshold of
pain, while sharing mic feeds with a PA. company, after a generous

y i




11-minute soundcheck, it sometimes
amazes me that anything at all comes
out on the tape, much less something
that resembles art.

We asked a number of remote
recording engineers around the na-
tion to share some of their secrets on
the rather dodgy subject of drum mik-
ing. As expected, their responses
were varied, informative and highly
opinionated.

ASL MOBILE AUDIO/VIDEO

Steve Remote, Owner/Engineer
ASL. was established in 1977 and han-
dles a variety of recording duties: al-
bums, live television and radio up-
links, and film and video concert re-
motes. Recent projects for this 48-track
mobile unit based in Flushing, New
York, include Living Colour, Public Ene-
my, Michelle Shocked, Pat Benatar and
DJ. Jazzy Jeff & the Fresh Prince.

“I have a saying I live by. When I'm
at a live gig, 1 try to make drums
sound like studio drums, and when
I'm in the studio, I try to make them
sound live,” says ASL founder Steve
Remote. “If it’'s not a very heavy show,
where there’s not much chance of the
mics being destroyed, 1 like to go with
really good, high-quality microphones.

“For the most part, I'll go with what
the PA. guys are using, and usually
they have the same mics you use in
the studio. I love [Shure] SM57s on
the snare, and most of the time I'll
use an AKG D-12 on the kick. An
[Electro-Voice] RE20 is also good,
especially for jazz. If the sound com-
pany is using 57s or [Sennheiser] 421s
on the toms and we just want some-
thing else, we may add some of our
mics to accompany that, such as [Neu-
mann] U67s or AKG 414s. For dynam
ics on toms, I like Sennheiser 409s—
they're wonderful mics—or 421s; even
SM57s can work. If I was stuck in a
studio on a desert island and could
only have two models of microphones,
they'd probably be a 57 and a 421.
You can record just about any instru-
ment with those two mics.

“1 like [AKG] 451s and 4l4s on
overheads, and some Schoeps micro-
phones,” Remote continues. “1 don’t
use hi-hat mics very often, but if the
drummer is a light hi-hat player, I'll
use a Sony ECM-50, that little lavalier
mic. I have a way of hanging it right
over the bell for that little bit of sizzle
you need. I also might use a SM57 on
hi-hat; it’s got a mid-range boost that’s
great for rock and roll.

“Usually when 1 do soundchecks

Yamaha MZ mics, with the MZ-205 at far left, the MZ-204 at right

Checking Out Yamaha’s MZ Series Drum Mics

by Roger Nichols

Every once i1 a while I run across a
piece of equipment that makes mv
job as an engineer a little easier. If
it makes it enough easier, [ buv
one for my own use. When the
Sony PCM-F1 became available, 1
purchased one so I could take
mixes home to check them in a
familiar env.ronment. [ no longer

on drums, 1 go with a scratch test,
making sure every mic is where it’s
supposed to be, and normally T like
to work on my drum sound when the
band is playing full blast. Then I can
really hear what mics are causing
leakage with different instruments. It’s
the best way to make a drum sound
happen.”

EFFANEL MUSIC
Randy Ezratty, Owner/Engineer
This New York City-based remote re-
cording company ofters two trucks
and a portable multitrack system that
can be transported anywhere in the
world. Past credits include Paul Si
mon’s Graceland Live in Zimbabwe,
U2's Under a Blood Red Sky and Un
Sforgettable Fire(the latter recorded at
a castle in Ireland), Amnesty Interna
tional in Argentina and scoring with
Peter Gabriel for The Last Temptation
of Christ. At press time, Ezratty was
upgrading Effanel’s 45-foot, 2-room,
mobile studio with a Solid State Logic
console.

“Drums are one of the few things
wlere you can carry over studio prac
tices into a live situation. You certainly

had to wonder if the 2-track at the
studio captured the actual mix. If
the mix was loasy on the F1, then
it was lousy back at the studio.

[ have added:a few microphones
1o my collection over the years: an
AKG Gold Tube, a couple of AKG
451s, a fewShure SM91 condensers,
a B&K 40006, a matched pair of trans

CONTINUED ON PAGE 44

can’t use studio vocal techniques on
stage because of the monitors, but
drummers don't mind when you put
a couple of studio condensers in place
of what the sound company is provid
ing,” notes Ezratty.

“We always defer mic selection to
the sound company, unless it's really
going to wlversely affect the record
ing. Also, with drums you can some
times double-mike without anything
getting in anybody's way. PA. engi
neers will sometimes ‘Y’ their over
heads if they're short on inputs, so in
that case we stick in a couple of sepa
rate overheads and send them down
to the truck. It’s the same thing with
the kick drum; a 421 is nice for PA.
but sometimes we might want to go
with something like a Beyer M88, so
we'll stick two mics in there.

“An overhead in a concert situation
will not pick up any wonderful drum
ambience, it'll pick up everything else
on stage, drums included. I might use
the same mics as in a studio, but I'c
place them much closer. It depends
on the music; for a jazz date with
acoustic bass, I'd use a nice X'Y pair
for overheads, but if it's Guns N’ Ros

JUNE 1989, MIX 33
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es, I'd want to mike the cymbals and
add ambience electronically.

“Isolation is not the be-all and end
all for me, especially with drum over-
heads. We did a U2 record where even
in the studio—er, castle—we were
recording in, they set up a monitor
system and put the drummer’s kick
and snare through the monitors as
loud uas it he were on stage, and
recorded it with the overheads. It
sounded great, so sometimes isolation
is onlv necessary in degrees.

“One thing I discovered from work-
ing on jazz dates with Jim Anderson, a
popular direct-to-2-track engineer,
was the use of Bever 160 ribbon mics
as overheads. Now they’re my choice
on most dates. The compression you
get with a condenser mic on cymbuls
is nonexistent with ribbon mics, and
they take extremely high sound pres-
sure levels.

“On toms 1 like the Shure $M98
miniature condenser, and on snare |
sometimes use the Countrymun 101
or the SM57 that everybody uses. The
Countryman mic is great when you've
got something with a little finesse on
the snare; sometimes I'll record both
the 57 and the 101. 1 like using a rib
bon mic or a large diaphragm con
denser, such as a 414, on hi-hat. A lot
of people use small-diaphragm condens-
ers, but I think thev're too thin
sounding.

“If you use condensers on your
overheads or hi-hat, make sure the
drummer plays pretty hard when you
soundcheck. I've seen a lot of engi-
neers use unpadded mics, and later
you hear awful-sounding preamp dis-
tortion. 1’'s tough 1o go onstage in the
middle of a set and start screwing in
mic pads.”

GHL REMOTE RECORDING

Gary Hedden, Owner/Engineer
This 40-foot, Nashville-based remote
truck has seen a lot of action lately.
Recent acquisitions include an 8-track
DAR SoundStation —probably the first
digital workstation employed in a re
mote unit—and a new Harrison Pro-7
sidecar mixer. Owner Gary Hedden is
also a noted studio designer, having
completed work on Cleveland's Sisapa
Studios and The Bakery in North Hol:
ywood, which was slated to go on line
last month.

“Acoustic drums are made to sound
good from overheads: the drummer
plays from that perspective and the
mics hear the most accurate sound
from that perspective. In large spaces

Zen and the Art of
Drum Miking

The art of recording drums is
something that most of us who
have done some engineering
come to have mixed feelings
about. just why are drums so
devilishly hard to record? After all,
the fiendish things are really noth-
ing more than round boxes with
skins on them, aren’t they?

Well, perhaps this is a bit sim-
plistic. True, they evolved from the
basic primeval drum, the hollow
log, but today’s sophisticated sets
produce many killer waveforms
that can be awfully hard on a mi-
crophone. Come to think of it. . .
a log might be harder to record
than it looks!

Let’s examine what a drum is
actually doing to the air, and we'll
try to shed some light on the sit-
uation. When the membrane of
the drum head is struck, an in-
credibly steep pressure front is
generated as a result of the initial
concussion. (As Sammy Davis Jr.
would say, “Ouch, man!’) This is
caused by the drum head moving
outward, which compresses and
heats the air molecules in the
immediate vicinity of the crime.
Because the air molecules cannot
move out of the way fast enough,
due to the viscosity of the medium
(air, in this case), the gas com-
presses to a high pressure caused
by the drum head’s violent move-
ment. This pressure front then
moves through the air with the
characteristic velocity of sound.
Are you with me so far?

Okay, here’s the clincher. As the
energy is expended by the drum
head, it starts to oscillate, or vi-
brate, back and forth. The period
of the oscillation (called the fre-
quency) is a function of the me-
chanical and acoustical impedanc-
es of the enclosed system, includ-
ing the head or heads, the shell
and the trapped volume of air. In
other words, the resonance of the
drum is controlled by many things,
including the tension across the
head. As the head oscillates, fur-
ther pressure variations occur as a
result of the same mechanical cou-
pling that drove the initial front.
These waves are generally known

Stephen Paul

as the “decay” period. They con-
tain a nearly infinite set of com
plex harmonics that vary over time
until the kinetic energy stored in
the elastic membrane is fully dis:
sipated.

Now that we have thoroughly
confused you, let’s see how this
all applies to the microphone
that’s trying to record this crazy
action. There are a suspicious
number of similar terms used in
the description of drums and mi
crophones. Could there be some
thing in this? Let’s look a little
closer. Closer than that even. Yes!
Down here, in the basement, are
the secrets of the microphone de-
signers. Shhh! We're not even
supposed to be down here, vou
know. But, since we're here, let's
have a look around.

As many of you probably know,
at this stage of technology, a mi
crophone must have a diaphragm.
Birds gotta swim and fish gotta fly,
you know? So does a drum. Not
fly, I mean, but it must have a dia-
phragm. A microphone also has
an enclosed volume of air coupled
to this diaphragm, same as a drum.
When you hit a tom-tom that'’s
next to a snare, the snare rattles
sympathetically. So does a micro-
phone. You see, we've come full
circle. Starting to make sense now,
isn’t it? Good. Now will someone
kindly explain it to me?

Here we are, armed with all this
technical knowledge, and all we

-CONTINUED ON PAGY 37
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or outdoors, it’s easier to get a good
drum sound, because you don’t have
nearby reflective surfaces and things
resonating so much,” says Hedden.
“On the other hand, the PA. company
is often dictating things, and we end
up with mics mounted as part of the
kit or internally within the drums, or
just used as triggers. I'll put up a sec-
ond set of mics in those cases, but
sometimes it's physically impossible,
and you have to live with what’s there
and make compromises.

“I like using a 421 on kick, a 421 or
57 on snare, and Neumann KM84s on
the toms. I like to use my nickel:
sterco Neumann SM2 for overheads if
I can, or [AKG] 460s. 1 also like using
4 460 or KM84 on the hi-hat. 1 almost
always radically filter the low end of
the overhead mics so they feature the
high-end snap of the cymbals, with
out changing the tonal aspect of the
low end of the drums.

“I'm not afraid to use liberal
amounts of EQ to achieve what’s
necessary. In the heat of a live record-
ing, that’s sometimes the only way to
deal with it. You take what’s coming
from the stage and make the most of
it in the truck.”

P.E.R.

(PHIL EDWARDS RECORDING)
Phil Edwards, Owner/Engineer
While perhaps best known for its
superb recordings of such jazz artists
as Woody Herman and Stan Getz, the
48-track PE.R. remote truck has hosted
a variety of other artists, including
George Thorogood & The Destroyers
and gospel star Edwin Hawkins. Re-
cently, Phil Edwards took his Hayward,
California-based mobile to St. Louis
to produce audio for an 8-channel,
environmental sound exhibit at the
St. Louis Zoo.

“When 1 contend with miking a live
date, I'm concerned with the drums
leaking into everything else,” Edwards
notes. “We do a lot of gospel remotes,
and when you're doing a 100-voice
choir with a drummer who's thrash
ing around, it’s nearly impossible to
keep the drums out of the choir mics.
We did a recording in Chicago last
year for Edwin Hawkins’ Music & Arts
Seminar in Medinah Temple, a very
live hall, and no separation was to be
found anywhere in the building. You
can’t exactly tack a lapel mic on every
member of the choir, so we often use
baffles or something similar to sur
round the drummer.

“The mics I most frequently use for
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really wanted to do was record a
drum. Sheesh! Well, okay. So the
point is that the microphone’s job
is to absorb some of that kinetic
energy our drum laid on the air-
waves. However, to do that, the
mic must faithfulty follow the
activity of the air pressure varia-
tions, without adding any oscilla-
tions of its own. This is indeed the
kev. For it follows that if a micro
phone is built along the same
lines as a drum, then it too must
have a resonant frequency. It too
must have the same tendency as
the drum to continue moving after
the stimulus is removed. The de-
gree to which this tendency is
controlled is known as damping,
and it is a crucial factor in deter-
mining the sound of a micro-
phone.

Much of the key to achieving
top performance from the mic is
in the mass of the diaphragm. The
faster you can get the membrane
into motion, the better you will
be able to resolve the slope of the
steep initial wavefront. The secret
of a great microphone is accelera-
tion. The deceleration must be
perfectly matched to achieve real
resolution. (It never is. But we try,
eh?) This, along with careful cap-
sule design to compensate for the
natural resonance of the dia-
phragm, is the bottom line in re-
production. Mass is Doom, get it?

This is one reason, except in a
few cases where the “color” is
desired, one who reully wants
good transient response will reach
for a responsibly designed con-
denser microphone. Dynamic
mics have a big wire coil glued
onto the diaphragm rear, and thus
are not serious contenders for the
lightweight battle of the Weather
Kings. They do have their place,
however, in adding just the right
amount of overshoot and ringing

overheads are |[AKG) 451s or 452, al-
though +14s also work well. We use
Sennheiser 421s for toms and a 421 or
an RE20 for the kick. | prefer using a
[Shure] SM56 for snare. We've got
about 30 of them. They're nice be
cause they can be angled without the
cable poking into the hi-hat, they can
be easily positioned, and they can tuke
a lot of sock, like a 421. 1 use a con

to fatten up a snare sound, for ex-
ample, in conjunction with a good
condenser. (Don't toss that 57')
Overshoot is simply the scientific
term for the effect of inertia on
the diaphragm that, once moving,
doesn’t want to stop and shoots
right past the point of perfect rep-
lication of the waveform. Ringing
is the term for oscillations that
occur after the event has tran
spired, remember? It’s easy to see
that the mic has a tough job when
you understand what it goes
through in the drum booth. Imag-
ine putting your head where that
poor little mic goes. Yikes!
Another thing to remember is
that they don't call the Weather
King a Weather King for nothing.
Humidity has a large effect on
membranes, which are noted for
their osmotic and hygroscopic
ualities. Before you go running
for the dictionary, that means they
absorb water. It's one reason you
can set up a drum kit, place the
mics, do your EQ and track, lock-
out the room, come in the next
day and presto. .. “That can’t be
the sound we had last night,”
come the astonished protestations
of the engineer and producer, to
say nothing of the drummer (but
who listens to the drummer?).
And another careful setup
comes to naught. Because of the
many factors affecting the success-
ful recording of drums, there are
no hard-and-fast rules. There are
hard and fast drummers, but no
rules. Essentially, what you find
working for you that day is what
you should use. Experiment, and
couple your experiments with the
search for deeper knowledge, which
is the main toolkit of the truly
creative engineer. You will always
be surprised at what you find and
accomplish along the way.
—Stephen Paul

denser on hi-hat; out of habit I'll pull
out a Sony ECM-22, which sounds
somewhat like @ Neumann KM&4.
‘Sennheiser 421s, E-V RE20s and
AKG D-12s are all fine for kick drum
but more important is how the drum
is set up. A couple of tricks to try are
dropping out a lot of gain at about
800 Hz, then adding a bunch at about
3 kHz tor some snap. Cutting at 400,
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Tel: (212) 486-5989 Fax: (212) 489-4936

New England

Electronic Acoustic Research Systems
Aliston, MA
Tel: (617) 783-5229 Fax: (617) 254-8781

Mid Atlantic
Tekcom Carp., Philadelphia, PA
Tel: (215) 426-6700 Fax: (215) 426-7287

South

Studio Supply, Nashville, TN

Tel: (615) 391-0050 Fax: (615) 391 4092
Harris Audio, Atlanta, GA

Tel: {404} 8811333 Fax: {404) 875-8487
Studio Works, Charlotte, NC

Tel: 1-800-438-5921 Fax: (704) 375-9723
Harris Audip, N. Miami, FL

Tel: (305) 944-4448

Midwest

Milam Audo, Pekin, IL

Tel: {309) 246-3161 Fax: (309) 346-3161
American Pro Audio, Minneapolis, MN
Tel: 1612) 925-9423 Fax: {612) 925-0127

West

Virtual Designs Ltd., N. Hollywood, CA
Tel: 818 533-1292 Fax: (818) 503-0633

Canada

Teletech, Markharm, Ontario

Tel: {416) 439-3242 Fax: {416} 475-5684
Long & McQuade, Scarsborough, Ontario
Tel: {416} 751-9709 Fax: (416} 751-4765
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600 or 800 Hz can solve a lot of prob-
lems. It tends to make everything
sound tighter. 1 watched Larry Brown
do this on a remote in Santa Cruz. |
thought it was weird, but it worked,; it
pulled everything up. He also added
a little bottom around 50 Hz and that
seemed to work.

“l used to spend time scratching
my head and trying to EQ this or that,
but the secret is all outside. Either
you've got a crummy mic or the drums
are not tuned right. A bad-sounding
drum kit is an acoustic problem that
demands an acoustic solution. You've
got to go in there and recommend a
few things. Nine times out of ten, the

_These

-

Vi

five amplifiers
6,000 watts for $5,795 retail.
the bang you get for your buck
means more than just price - power.

RUGGED DESIGN: Drop it! Slam it! Truck it!
SCS Audio Amplifiers are reliable and road-
worthy. Transformer and chassis are mounted
independently on a custom
panel for superior strength over the con-
ventional “flat” front panel.
the mechanical balance is near perfect.
Audiophile Performance: High damping, high
I current output and the highest slew rate in
concert sound is only part of the story. These
hi-tech specs mean punchy low end, natural
sounding vocal range and a clean, crisp high
frequency response. Stage monitors require
less equalization. Your overall PA. performance
is dramatically improved.
Bottom Line: SCS makes your system sound
it's best for less. No P.A. amplifier is more
accurate. Call today for more information. You
can save “big bucks” next time you “rack up.”

MOS-FET

Audio Amplifiers
“The-Ultimate No Frills Amphf:er”

S¢S, P.O. dOX 2198, GARDEN GROVE‘, CA (714) 554-0903

drummer is delighted, because you
can really improve things if you offer
suggestions in a diplomatic way. Try-
ing to fix something acoustically is
what you should do first. It makes a
big difference.

“When it comes to miking, a greater
problem is the PA.—floor monitors,
sidefills, wedges—they're the kiss of
death and play a greater role than the
mics do in how a remote recording
sounds. On remote dates we try to
spend a lot of time with the monitor
mix engineer, going through things
carefully, positioning stuff so they're
pointed off-axis. We also try to get
them to back off the monitors a cou-

3

represent
But

“I-Beam” front

Inside you’ll find
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ple of decibels, to a point where the
talent can hear and everybody feels
comfortable. Minimizing that ringing
and comb filtering can make a huge
difference in the way things sound on
the recording.”

THE PLANT RECORDING STUDIOS
Bob Skye, Owner/Engineer
“Rover,” The Plant’s mobile unit, has
the distinction of being the first certi
fied LEDE® control room on wheels.
Recent projects include the Greg Kihn
Band, Joe Satriani and the Zasu Pitts
Memorial Orchestra.

“I know what mics [ want to use;
what I need to do is see what the live
sound guy wants to use, because if
he’s not happy, he’s going to take the
gig away from me with feedback or
monitor problems if he’s working
with an unfamiliar mic,” comments
Plant head Bob Skye. “Fortunately, 1
normally deal with top-notch live
sound guys, and more often than not,
what I want is among their mic choic-
es. You see a lot of {Sennheiser] 421s
out there; it’s the all-time, wonderful-
sounding, use-it-as-a-hammer-if-you-
need-to microphone.

“Recording drums for a video of
Ronnie James Dio’s Sacred Heart tour
was a wild and crazy scene. The drum-
mer had a zillion drums: three kicks,
a big gong behind him, and I had an
entire side mixer just for drums. The
sound company provided all the mics,
so [ didn’t quibble with it. There were
a lot of 421s, and four 452 overheads
with CK 1 capsules. I like the CK-1
capsules—they're a good, universal
drum condenser.

“My standard for overheads is CK-1
capsules with 460 bodies. They sound
good, and I can use them in a tight
X-Y pair for live-to-2-track jazz work
where phasing becomes an important
criterion. Wide-spaced mics tend to
get noticeable in tight jazz work. In
live rock and roll sessions, there’s so
much noise from onstage monitors
that I'll mike the overheads in zones
over the kit rather than trying to do
an X-Y.

“Shure SM57s are still a standard. [
use them on drums for live remotes.
In the studio I opt for a CK-1 capsule
on a snare. I like 421s on toms; occa-
sionally I use condensers on toms, but
it depends on how lightly the drum-
mer plays. If they're really going to
bellow on the toms, I go back to 421s
every time.

“At least 40% of the time, drummers

-CONTINUED ON PAGE 43
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THE totally
DIGITAL CONSOLE

e UP TO 64 CHANNEL e 30-50 KHz SAMPLING RATE
e ALL DIGITAL FORMATS e 56-BIT INTERNAL PROCESSING
A

Analog Digital Synergy

Analog Digital Synergy, Inc. ¢ 120 S.W. 21 Terrace, C-104 e Fort Lauderdale, FL 33312 USA

Telephone (305) 791-1501 e Telex (WU) 753027 e FAX (305) 791-8986 C-198
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‘ A funny thing happens when tech-

nology advances. It forces musicians to think

more and more like technicians. And
less and less like artists.

We kept this top of mind
when creating the Ensoniq EPS and
new EPS-M, two sampler-based
workstations that combine sophisti
cated technology with a fast, intuitive
method for sampling, sequencing,

recording, mixing and performing,

Ensonigs workstations let
’ you quickly audition changes in sam-

pling or sequencing,

The
Ensony EPS.

So you have plenty of freedom to
cxperiment while composing and

‘ arranging,
The EPS
\ and EPS-M also let

you choose from a

large library of available sounds, including the

The Ensoniy EPS-M.

’ new EPS Signature Series of super-pro sounds.

TOO OFTEN,

alh

You can
add expression to
these sounds with

our exclusive Poly-

Key™ pressure and Patch Sclects.

The rack-mounted EPS-M fcatures



POWERFUL [ECHNOLOGY
OWERS THE ARTIST.

w

a buile-in SCSI port for fast access to storage
in an external hard drive. And you can play
and load sounds simulancously.

Putting all this great technology into
our workstations took a lot of technical exper-

tise. But turning this technology into great

music takes very lictle ac all. For morc infor-

mation and the name of your nearest Ensonig

dealer, call toll free 1-800-553-5151.

ensonia

|

|
|

THE TECHNOLOGY THAT PERFORMS J
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16 Bit Samplin

Total Midi, 150 Effects,

ol Ang One More Thmg

AKG’s ADR 68K is the signal processing device that does it all.

SAMPLING. 16 bit stereo o~ mono muiti-sampling [up to 32
seconds] with pitch shift, adjustable attack and decay, flexible
output mixing, up to 12 simultaneous vaices, support for MIDI
sample dumgs, triggering by audio input, MIDI or foot'pedals.

MIDI. Programchanges, freely mappable parameter changes,
total automatior in conjunction with seguencers, real time
changes of programs and parameters without glitching or
muting, preset register storage and retrieval.

EFFECTS. Seven split programs, many allowing chained or split
operation, 40 bit internal DSP processing for high accuracy and
low noise, input lzvel or foot pedat can control any effect
parameter, Multi Effects Chain with eight simultaneous effects,
stereo processing, chorusing, auto panmng.

T
m % e
Qital Revert and Eﬂecta

- .. AND ONE MORE THING. THE ADR 68K IS ALSO A
WORLD CLASS REVERB! With smooth, natural reverb
programs, easy to use factory presets, more thar 40
adjustable parameters, integrated sampling, and versatile
reverb gates.

SYSTEM. People-sized remote with six faders, a lange 160
character LCD for easy operation, over 10,000 words of built-in
context sensitive help, upgradeable software. And more. And
more. And. . . well, we’'ve made our point. The ADR 68K sounds
iik2 it does € lot, because it does and it sounds great doing it.

Focusing on new technology.
77 Selleck St. Stamiord, CT 06302
(203)348-2121




g
o
:
zZ
£
:

Steven Remte of ASL Mobile Audio/Video
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are not completely familiar with the
principles of tuning drums. You have
to confront the player; if the problem
can’t be fixed immediately, we look
for another snare to replace it, or
when all else fuils, get out the duct
tape. The objec: of any live gig is to
get the best sound possible and go
with it.”

PLATINUM RECORDERS

Gary Platt, Vice President

of Engineering

Housed in a GMC motorcoach with
two Otari MX-80 24-tracks and an auto-
mated Sony MX-3036 console, the
Platinum mobile works double duty
as a commercial recording operation
and a teaching lab for the Full Sail
Center for the Recording Arts. The
Altamonte Springs, Florida-based re-
mote unit has worked on projects
ranging from 10,000 Maniacs to the
Mickey Mouse Club.

“No two situations are the same,”
says Gary Platt. “There’s no formula at
all. You go in and you see what kind
of kit the guy’s got and you deal with
it. I've heard live sound guys say you
can’t mike drums live like you do in
the studio, and that’s rot true. You
can use a lot of the same principles.

“The secret of drum miking comes
down to making friends. You want a
great drum sound? Just make friends
with the live sound engineer. If you're
going to be the engineer’'s enemy,
you'll never get a good drum sound.
Sometimes the live sound guy doesn’t
want KM84s on the toms because he’s
not used to their polar pattern, and
some people even use one mic be-
tween the toms. If they have a miking
setup I don't feel is adequate, I put a
pair of KM84s on the toms. An SM57
on the snare is fine because 1 use that
a lot. On the ki-hat I use an AKG 460
or 451 or something else; if they have

a chintzy mic, ¥ can change that one,
because every live sound engineer
would love to have a 460 for hi-hat.

“On overheads, I usually wind up
exchanging their mics with a couple
460s, and that works out well. If I'm
in 4 venue without a lot of smoke
machines and stuff like that, I might
try a stereo AKG C-24 above the kit. |
have a Stephen Paul-rebuilt C 24,
which gives me that ambient reso-
nance that makes drums sound real.
But it doesn’t always work in a live
situation, especially if I'm picking up
too much of the drummer’s monztor.
I also like to put a pair of [Crown]
PZMs on top by hanging them from
the rafter or putting them on a tall
stand. It’s nice for a little high-end
zip: I'll take about 16 kHz from that
and roll-off the rest. It works incredi-
bly well.

“If the drummer is playing a Sim-
mons-type kit, try miking the drum-
mer’s monitor and print that on a
separate track. This puts the whole kit
in a zone where the real drums and
the Simmons drums have the same
space; it gives a little ambience, 1 lit-
tle air. I did that a few years ago on a
project with Bill Bruford and King
Crimson. [ was miking a monitor just
for the Simmans stuff, and I'd bring a
bit of that in the mix. You don't need
much, but it helps immensely.”

REMOTE RECORDING SERVICES
David Hewitt, Owner/Engineer

On an icy winter morning last Febru-
ary, while heading to New York City
for a CBS shoot, Remote Recording
Services’ 36-foot custom Peterbilt truck
hit a patch of ice and rolled into a
ditch. Engineers Phil Gitomer and
David Hewitt suffered only minor in-
juries, but the 48-track mobile unit
was totaled. With some financial as-
sistance from the insurance company,
designs for a new truck are underway.

SIGN UP THESE
\¥ELL-RESPECTED

ARTISTS FOR YOUR
NEXT SESSION.

ﬂm' 0 W
‘// ‘
Craig Anderton, producer author

Clllldt Gaudetre, producer/keyboardist

TDroddled A

David Hentschel, producer/kevboardist

%&/M/

Paul fackson, Jr,, pr()ducu/grumnst

N\

John Robinsen, produccr /drummer

/%vé//// ;‘

Nile R(\h,«.rs producer Aqntarist

THE EPS SIGNATURE SERIES.
You're looking at the names behind
saars like Madonna, Michael Jackson,
Anita Bakzer, David Sanborn, Elwon John,
Steve Winwood and Genesis |
Now Ensonig has brought these |
tllented producers together w create a wide
range of distinctive new samipled sounds
We call it the Ensoniq EPS Signature Series
Choose from six sound librarics,
cach contaming three high-qualitv discs
Pick up any set for just $39.95 at vour local
Ensoniy Jealer. And start plaving with
some of the best names in the business
For a dealer near vou call 1-800-
553-515]
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—FROM PAGE 33, YAMAHA MZ SERIES
formerless Neumann TLM150s, a
couple of PZMs, an Altec 623¢ (fig-
ure that one out), Beyer ribbons,
some Brooke-Siren direct boxes
and a few miscellaneous items.
They sound great most ofthe time,
though sometimes I am forced to
use equalization to get the sound I
want. I hate EQ. Especially if some-
thing needs a lot of it. (Is 3 dB a
lot?) Vocals start to get sibilant
when [ brighten them, and drums
start to lose their nice attack be-
cause of phase shifts added around
the equalized frequency.

A few projects over the years
have allowed me the time to
change whatever was needed to get
the sound right. Change drum
heads, change drums, change drum-
mers, change room placement,
change rooms, change studios,
change cities, change the weather
—anything before equalization.
Most projects involving mere mor-
tals, however, do not offer such
luxuries. Well, maybe if I just use a
little EQ and then twist the knob
around on the shaft so that it looks
like it points to zero. . . Naazawww.

Two new microphones from Ya-
maha have changed all that. Yes, I
said Yamaha, which is not neces-
sarily the first place I turn to for a
new microphone. I recently tried
them on a tracking date to record
drums and was pleasantly surprised.
These little babies were designed
for drums. The small ones, the MZ-
205s, are best-suited for drums
under 14 inches in diameter, which
includes small toms and snares.
The large ones, the MZ-204s, are
geared toward drums over 14 inch-
es in diameter. Floor toms and kick
drums fall in this category. Both
mics have a connector that exits at
a90-degree angle instead of straight
out the back. This allows the mic
to get into close spots: between
low cymbals and tom-toms, or near
the snare drum without getting in
the way of the hi-hat. Nice.

The drummers I used as guinea
pigs were Peter Erskine, Jim Kelt-
ner and Carlos Vega. By the time I
finished with them, they were as
happy as clams. On Erskine’s drums
1 did absolutely nothing! No equal-
ization on any of the drums. To get
the snare drum sound I wanted, all
I had to do was change the angle
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between the microphone and the
snare. Erskine was playing Yamaha
drums. I'wonder. . . hmmmmmmm?

After being completely spoiled
by this first encounter with these
Yamaha mics, 1 attacked Keltner’s
kit (non-Yamaha) with the same set
of microphones. I couldn’t use the
Yamaha on the kick drum this time,
because Keltner wanted to keep
the front head on. I had to settle
for one of the mics he has perma-
nently installed, but the rest of the
drums sounded great. I did resort
to a little EQ on the snare, but a
moment of silence while facing
George Massenburg’s house made
it okay.

Basic tracks with Carlos Vega?
Same deal. No EQ. No nothing. I
began positioning the mics on
Vega’s drums, and we started rol-
ling tape ten minutes later.

Holy mother of cellular phones!
I tried the Yamaha mics on a homn
date, using one MZ-204 each on
tenor sax and trombone, an MZ-
205 on alto sax, and another MZ-
205 between the two trumpets. I
recorded all the horns on one track
and then doubled them on anoth-
er, with absolutely no EQ on any
of the mics. I was surprised by the
bite of the horn sound; it was
amazing, too good to be true.

I didn't need equalization be
cause of the frequency response
curve of these microphones. There
are no EQ circuits; their dia-
phragms are more sensitive to
some frequencies than others, This
means the amount of signal at
4,000 Hz is louder than the amount
at 400 Hz. It’s as though you added
highs to the mic signal, but with-
out all the phase shifts produced
by EQ circuits. Now I have the
sound I want for the drums I record
without sacrificing the sonic purity
of the source.

I just finished mixing the album
that included Carlos Vega on
drums. I didn’t have to use any EQ
on the drums during mixing, ei-
ther. You know, there may be a
place in modern music for real
drums, What a concept: no pro-
gramming and no trying to make
ice cream out of dog meat to get
great drum sounds. All you have to
do is tell the drummer what to play
and not to hit your mics.

—Roger Nichols

In the meantime, one of the 1.A. Rec
ord Plant’s trucks was brought to the
East Coast to serve as a temporary
replacement.

Hewitt has specialized in remote
recording for nearly 20 years, and his
client list includes the Rolling Stones,
The Who, Pink Floyd, U2, the Metro-
politan Opera, Live Aid and many
others.

“On remote sessions, you're typi
cally intercepting a tour that's already
underway, and they already have what
they want in the house; a lot of things
you wouldn't want to change, espe
cially if you're doing a one-night deal.
You can’t go in there and rearrange
everything from scratch, because there
just isn’t time.

“Usually, toms are miked with Senn-
heiser dynamics, which [ happen to
like—421s are just fine on most toms,
441s work well, as do 409s when you
can find them. The big things you
need to go for are kick and overheads,
because the mics used by the PA
company generally are not what you
need for recording.

“What the PA. wants on the kick is
almost invariably not what 1 want to
hear for recording. Often I use two mics,
say 4 D-12 and a 57 or a 421 or some
thing like that, so you have both the
attack—the impact of the beater—and
some hottom-end air motion from the
D-12. I combine these in the live mix
or on the kick track. Usually there
aren't enough tape tracks to print these
separately on a live show when you're
also recording audience mics, SMPTE,
vocal tracks and all the kevboards you
have on sessions these days.

“Overhead miking is an area where
I have trouble, due to the ever-present
monitor problems. We often put our
own overheads out, even if it’s a dou
ble-mic situation. With rock and roll
kits, I've been using Sony 535s and
536s. You don’t see many of those out
there, but they're nice, with a smooth
top end, and not very expensive.

“I like true stereo overheads on jazz.
or acoustic music, where you don't
have to deal with the monitors. You
have to do tight zone miking on rock
and roll; otherwise, all you'll hear is
monitors. The Milab condenser mics
[Model DC-96], which look like minia
ture U87s, are wonderful: I sure like
them for overheads. Stereo overheads
become practical when recording small-
club jazz dates, although in a small
club with a low ceiling, I'd probably
go back to tight miking in order to
minimalize the room. Then you might



want to put out some more esoteric
mics, such as B&Ks, because in jazz,
that cymbal sound is very important.”

WESTWOOD ONE

Biff Dawes, Chief Mobile
Recording Engineer

An engineer at Wally Heider Studios
for ten years before joining Westwood
One seven years ago, Biff Dawes has
engineered hundreds of live record-
ings and broadcasts of artists ranging
from Frank Sinatra to INXS to Cowboy
Junkies. Dawes recently returned to
the Jubilee Auditorium to record Tom
Cochrane with the Edmonton Sym-
phony; ironically, he worked as an
assistant on the Procol Harum Live in
Concert sessions with that orchestra
at the Jubilee 18 years earlier.

“In studio recording I try to go fora
natural room sound where you can
place some really nice condenser
room mics—like Neumann M49s or
AKG C-12s—at various distances, de-
pending on what kind of music you're
recording,” says Dawes. “In the stu-
dio, you can actually use a microphone
ten feet above the snare and still have
control.

“It's the opposite in live recording.
In arenas and stadiums, there’s very
little ambient sound that can actually
help the drums. In clubs you can
sometimes get some nice, ambient
drum sounds, but generally I go for as
much isolation as possible. I'll mike
the snare very close with an SM57,
and often I'll add a bottom mic to get
those transients off the snares them-
selves. You flop the phase on that
[bottom mic) and mix in a bit of it.

“For live situations, I like large dia-
phragm dynamics on kick drums:
RE20, Electro-Voice 666, AKG D-12
and Shure SM7. 1 like 421s on toms,
because generally you can beat the
hell out of them. I like KM84s for
overheads and hi-hat. It would be nice
to have the overheads really high
above the cymbals for a splashy, tran-
sient sound, but you really have to
mike them fairly close and EQ them
for extreme top end so you can hear
the crashes. 1 use a transformerless,
stereo Schoeps, which 1 also like to
use on overheads.

“I always try to reproduce the
band’s sound as accurately and natu-
rally as possible and don't try to make
the drummer change drums for re-
cording. In fact, I like heads that are
broken in. Drummers have a tendency
to change drum heads before a show
because of the recording, and some-

times these new heads will go out of
tune during a show.

“If you come into an arena situa-
tion where you’re recording three
nights of Robert Plant or Bon Jovi,
you're dealing with high-quality mi-
crophones, 421s and RE20s, overheads
that are 414s or 452s; generally, the
mic selection is pretty good. You don't
want to change somebody’s live sound
situation or alter the band’s sound for
just three nights. I like to start with
what the PA. company is using. I'll
split everything right away and listen
to what they have, and possibly add a
center overhead or a bottom snare mic.

“If 'm in a club where all they have

is SM58s and no condensers for over-
heads, we generally put up all our
own mics and give them splits. You
get into situations in clubs where the
equipment isn’t so good, or maybe
some cables are out of phase. It gets
scary, so we just go with our own
cables and mics in those situations,
especially with acoustical stuff. A lot
of clubs like to see us show up be-
cause it makes their life easier.” W

A self-confessed “studio junkie,” Mix
products editor George Petersen has
so far confined bis remote recording
work to chamber and small ensemble
Sessions.
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| e IO (NTERVISUAL DESIGN

The CU-31 is a surprisingly
affordable mic sharing the same
features as the luxury line of
Sanken™ microphones, known
worldwide for smooth response,
durability and hand-crafted ex-
cellence. The innovative “Push-
Pull” capsule design provides

““I love these little puppies’’
— Greg Ladanyi, Producer/Engineer

eLittleBigOne

high-performance in a small
chassis and faithfully captures
the fullest range of sonics —
from an explosive drum burst
to a shimmering violin.

For the name of yvour nearest dealer, call:

AUDIO INTERVISUAL DESIGN
Exclusive U.S. Distributor(213) 469-4773

Sanken

Japan's most original microphone maker

Circle #092 on Reader Service Card

JUNE 1989, MIX 48



eer Upulence of Souna

JEUMANN

TLM 170

The studio microphone which achieves that elusive perfection.
There is no comparison. Each one handcrafted by NEUMANN—the world
leader in microphone technology for over half a century.

Gotham Audio Corporation Gom AM Gotham Canada
1790 Broadway 416-665-2542

New York, NY 10019-1412 Audio Export/Georg Neumann & Co.
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by lain Blair

Ervis COSTELLO

AFTER 12 YEARS HIS AIM IS STILL TRUE

PLAYBACK

lvis Costello is back. Not much has
been heard from the singer since his
last album, 1986’s Blood and Choco-
late. In fact, it's been the longest gap
~ithout a new record since the prolific
artist first hit the charts with his debut
album, My Aim Is True, back in 1977.
But Elvis has more than made up
for any lost time with the release of
his new album. Spike is his twelfth
studio album, and the fat collection
features a grand total of 14 new songs
(15 on CD and cassette), with Elvis
teaming up with longtime collabora-
tors T-Bone Burnett and Kevin Killen
on production duties. Spike also
showcases contributions from such

luminaries as Paul McCartney, Chris-
sie Hynde, Jim Keltner, Mitchell
Froom and Benmont Tench.

Dressed all in black, save for a glit-
tering rhinestone bolo, and comfort-
ably ensconced at Warner Bros.” Bur-
bank offices, Elvis was chatty and up-
beat as he talked about his latest
record.

Mix: How do you write a song? Do
you get a lyrical hook first, or a mel-
ody, or does it vary?

Costello: It varies. On the new al-

bum, each starting point would be a
notion or a feeling, and depending
how strong that feeling was, I'd write
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PLAYBACK

the song very quickly. Other times, an
idea rolls around in my head for a
while before it takes shape.

Mix: How has your compositional
style changed over the years?
Costello: I think the main difference
is in the arrangements. They’re more
complex and use different instru-
ments, and that’s because the subject
matter is different. The way I ap-
proached Spike was to imagine it as
several different scenes in a film. So
you wouldn’t light them all the same.
But that’s not to say there’s any over-
all theme or thread running through
the songs to connect them. On the
other hand, there are a lot more third-
person stories on Spike than on my
other albums. So it was very impor-
tant for me to find special instrumen-
tal sounds that’d bring these songs to
life. Sometimes I'd find something in
the musical content of a song that'd
give me the necessary clue. Or I'd
hear a sound on another record that
would inspire me. For instance,
“Deep Dark Truthful Mirror” is about
a guy stumbling home, thinking about
having to face himself, and just at the
point where he can’t go down any-

more, the song’s chords rise up. I
thought, that’s all well and good, but
it might be really effective at that
moment of desperation for the horns
to come in and lift him up. That’s the
visual way I approached that song.
Mix: What about “Let Him Dangle”?
That seems like a similar approach.
Costello: You're right. Marc Ribot,
who played the guitars, told me he
actually thought of his percussive gui-
tar sound as the sound of the trap
door opening. The song is about a
famous British murder case and the
hanging of Derek Bentley. Now that’s
perhaps an extreme, even morbid, ex-
ample, but it shows that it really helps
to create a mood when you think like
that and use sound to paint a picture.
Other times, it’s a lyrical idea that in-
spires a sound effect to heighten the
words.

Mix: It’s been a long time since your
last album. Do you ever suffer from
writer’s block?

Costello: 1 do go through periods
when I feel I have nothing to say, but
it doesn't really bother me much. For
instance, 1 haven’t written any new
songs in quite a while, but I got in-
volved in making this record, and
soon I'll be touring. So the other as-

pects of my career take over. And dur-
ing that period, I'll be thinking about
new ideas.

Mix: Are you very conscious of arrange-
ments while writing?

Costello: More so on Spike than on
previous albums. The songs on Blood
and Chocolate were very simple—
there was little musical embellish-
ment or sophistication required for
the subject matter. But on this record
I spent more time getting the right
sounds and arrangements.

Mix: Are you responsible for arrang-
ing the material?

Costello: Very much so on this al-
bum. Obviously it’s a collaborative
process. You cast the right players to
get the right style and sound for each
song. For instance, I used the Dirty
Dozen Brass Band because I find their
sound very attractive, and it’s exactly
what I wanted. But it’s not like going
to the synthesizer and just punching
up the sample. You still have to work
at it and find the exact voicings that
fit, and I'm not too schooled in the
theoretical aspects of music, so I have
to rely on other musicians to work my
way through by trial and error. In the
same way, different guitarists use dif-
ferent techniques, and I don't have
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them all at my fingertips, so there’s a
fair amount of experimenting to get
exactly what [ want.

Mix: I see that you play a lot of guitar
on the album.

Costello: Yes, and I did it because I
felt no one else could do it the way I
would. Even with all my limitations as
a guitarist, I felt that my playing on
“Baby Plays Around” couldn’t have
been duplicated by anyone else, and
it really worked well. Same with “Last
Boat Leaving.” That’s my view of how
it should sound. So often it's down to
you to get the exact feel and sound
you want.

Mix: I notice that you also play
Hammond organ on “Baby Plays
Around.”

Costello: Yes, I literally had to get on
my hands and knees to do it! We’'d
used a wide variety of players and in-
struments, from Paul McCartney and
his Hofner bass to Jerry Scheff, Buell
Niedlinger on double-bass and Kirk
Joseph on sousaphone. But I wanted
a different sort of bass sound for the
song, and the Hammond was just
right. But I wasn’t sure where my feet
went on the pedals, so I just got down
on the floor and used my hands.
Mix: Do you make a lot of demos?

Costello: I did for this album, and
sometimes the sketch of a piece, even
if it’s not on the right instrument—
and I don’t play much apart from gui-
tar and a little keyboards—will end
up in the final version. In fact, it sur-
prised me when I listened to all the
demos just how many rough ideas
survived, even if they were later trans-
ferred to other instruments.

Mix: What sort of demo equipment
do you use?

Costello: I usually go into a regular
studio for the day and put down my
ideas, on my own. I work very quickly,
and I just play in free time. I never
use a drum machine. I think they in-
hibit people, and you start trying to
make records instead of just demos.
Mix: On the final mix, do you control
the board?

Costello: No. There are three produc-
ers on Spike. I was really in charge of
writing and arranging the material. T-
Bone did a lot of practical jobs like
writing charts, which I can't, and in-
terpreting my ideas. He was also re-
sponsible for the idea of hiring some
musicians just to play the changes and
some to provide more atmospheric
effects. This was because I'd also done
a soundtrack since the last album, and

he thought some of my ideas in that
area would be useful. T-Bone’s other
big idea was to get Kevin Killen, who
also engineered and mixed the al-
bum, to make some sense of every-
thing, because once you start exper-
imenting and juxtaposing all these
different sounds and instruments, you
need to make it work. For instance,
you could take Derek Bell’s Irish harp
on the beginning of “Any King's Shil-
ling” and easily make it sound like
something grafted onto the end of the
track instead of something integral.
Mix: Are you into high-tech equip-
ment at all?

Costello: No, I'm just not interested.
I know my way around the studio, but
I tend to go against the prevailing
trends in recording. I don't like SSL
boards, for instance. I much prefer to
use Neve boards.

Mix: When did you start recording
Spike.

Costello: Last May. It was basically
recorded at Ocean Way in Hollywood,
Southlake Studios in New Orleans,
AIR in London and Windmill Lane
Studios in Dublin. We mixed at Ocean
Way and AIR.

Mix: Does the title Spike mean any-
thing?
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PLAYBACK

Costello: Not really. It came out of a
conversation about Spike Jones, the
comedian, but there’s no deep psy-
chological meaning there. It's just a
title.

Mix: You worked with T-Bone Burnett
on the 1986 LP The Costello Shou: Why
do you like to collaborate with him?
Costello: He’s got a good conscience
and soul about music, and he keeps it
in perspective. It's easy to get dazzled
by instrumental gimmicks and to be-
come hypnotized by your own rhythm.
T-Bone keeps me true to the original
vision of a song. T-Bone Wolk, the
bass player from Hall & Oates, is also
great in that respect. I wanted him to
play more on the album, but he wasn’t
available. He’s a great arranger, too.
Same thing goes for Michael Blair, the
percussionist on “This Town,” “Let
Him Dangle” and “Veronica.” He
makes it impossible to play a stock
part, which is great.

Mix: How did you go about finding
the right players for the album?
Costello: 1 drew up a list of players 1
admired and thought would be ap-
propriate, and just called them up. 1
spent about a month on the phone!
Mix: How did you hook up with
Chrissie Hynde?

Costello: I've known her for a long
time. We started off around the same
period, the late "70s. We sang together
for the first time on a charity show last
year, and 1 really liked the way our
voices blended. So when I wrote
“Satellite,” which is a long and heavy
story, I felt it needed another voice to
come in and add this sudden touch of
drama, and she was ideal.

Mix: What about the Dirty Dozen
Brass Band?

Costello: They're from a long New
Orleans tradition of marching bands
that play at funerals. I'd never worked
with them, but I have their albums
and I'd seen their shows, and 1
thought they'd fit perfectly. There’s
something about the tone and intona-
tion of their playing that creates this
slightly strange sound—it's not dis-
sonant, but it just sounds like one big
voice to me. It’s not a brittle, shiny
sound like a lot of brass bands. I used
them on “Deep Dark Truthful Mirror,”
“Chewing Gum” and “Stalin Malone.”
Mix: What about the sessions with the
traditional Irish players Davy Spillane
and Steve Wickham?

Costello: In deciding to record those

songs with those instruments, 1 didn't
want to just use one of the many tra-
ditional bands. I wanted to create a
hybrid, so I used one of The Chief-
tains, Derek Bell, one of The Water-
boys, who are Scottish, in fact, and
various other musicians to get the
overall effect. I didn’t want to end up
with imitation folk music.

Mix: The pairing of Paul McCartney
and Roger McGuinn on “This Town”
is interesting.

Costello: It happened by accident. 1
hadn’t thought of a guitarist for the
song, and we bumped into Roger in
New Orleans when we were there re-
cording the Dirty Dozen, and he end-

“The way I
approached
Spike was to
imagine it as

several different

scenes in a film
.. .you
wouldn’t light
them all the
same.”

ed up being about the first person to
play on the track, which was done at
Ocean Way in Hollywood. Roger’s
guitar is still very contemporary-
sounding to me, and quite unique.
We also ended up with this heavy bass
drum, almost a rap sound, which freed
the bass to be melodic and accented
Paul’s strengths as a melodic player.
Mix: Haven'’t you also been working
on McCartney’s new solo LP?
Costello: Yes, Paul called me up to
work on some songs for the album,
and the starting point was collaborat-
ing on songs we'd started individually.
Two of them, “Veronica” and “Pads,
Paws and Claws” ended up on Spike.
We then continued to write another
nine songs, some of which will be on
Paul’s album, although I'm not sure

exactly how many. We wrote very
quickly, batting ideas back and forth
like ping-pong, and 1 think we came
up with some really strong tunes. 1t’l]
be a great album from what I've heard
of it so far.

Mix: Elvis Costello and Paul McCart-
ney seems like an unlikely collabo-
ration.

Costello: Yeah, if you stop to think
about it, I suppose so. But 1 treated it
just like another day’s work. You'd
never get anything done once you
start comparing his career with mine.
So we didn’t waste any time on bull

shit like that. We just sat down and
wrote. And our differing viewpoints
undoubtedly helped. There'd be no
point in my sitting down and writing
a Paul McCartney tune.

Mix: Was there any friction between
you?

Costello: Not in the sense of big ar-
guments; just good creative friction. It
has to be light-hearted enough so that
even when you're dealing with seri

ous emotions and subjects, you can
say, “That’s totally useless—you can’t
write that.”1f you can’t do that, you're
probably being too precious about it.
Mix: There’s been a lot of criticism in
recent years that McCartney’s lost his
edge.

Costello: Some people have said the
same about me, but it wouldn’t nec-
essarily be true. Obviously, 1 don't
think every song he’s ever written is
wonderful, but then again I'd admit
that not every song I've written is
wonderful. I think he’s done some
very good records as Paul McCartney,
the solo artist, and some that T don'’t
like so much.

Mix: You seem far less abrasive, far
less the angry young man these days.
Has marriage to Cait O'Riordan helped
mellow you?

Costello: That's hard for me to an

swer. Perhaps you should ask people
who know me whether I'm easier to
deal with now! Basically, I don’t sub-
scribe to the notion that you have to
be miserable to be creative. That's
bullshit.

Mix: What do you think of the cur-
rent music scene?

Costello: 1 think it's probably the
same as it’s always been—there’s a
few great things around and an awful
lot of rubbish. The trick is to distin

guish between the two. [

lain Blair is a Southern California
based freelunce writer.
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PREVIEW

Aries Apolio
Console

A modular recording con
sole has been introduced
by Aries America (Tor-
rance, CA) for the mid-
range market. Standard fea
tures: balanced mic and
line inputs; tape/line
switching on all inputs;
eight aux sends; 4-band
EQ (the high and low sec
tions provide selectable
shelving points; mids are
sweepable); an output sec-
tion with 16-track monitor-
ing and 2-band EQ on all
16 returns; access to the
eight aux sends from the
16 monitor returns; bar
graph metering on bus
outputs; VU metering for L
and R output; PFL; and an
external power supply.
Configurations and list
prices are: 16x8x16,
$11,950; 24x8x16, $15,950;
32x8x16, $19,950;
8-channel expander

unit, $5,450.
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v

Brainstorm JHM-2
Mult Box

MCI JH-24 owners will
appreciate this new acces-
sory from Brainstorm Elec
tronics (Los Angeles). The
JHM:-2 Auto-Locator Mult
Box lets you connect the
JH-24 to a synchronizing
system, without losing use

NEW PrODUCTS

Neve VR Console a
Neve (Bethel, CT) has
enhanced its V Series con-
soles, creating the VR con-
sole, which is available as
an optional update for cur-
rent V Series owners. The
VR optionally provides the
ability to store and recall
settings of rotary, push
button and fader controls.

of the recorder’s autolocat-
ing function. Housed in a
small metal box, it pro-
vides two sets of remote,
autolocator and capstan
connectors (with a tach/
direction connector for the
Cypher Digital Shadow
synchronizer), a lifter con-
trol switch and a capstan
control switch. List price is
$495, which includes JH-24
interface cables.

Circle #002 on Reader Service Card
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The fast-acting system uses
a high-res color graphics
display to represent the
actual control surface.
Online data is automati-
cally stored on a built-in
20-meg hard disk and, if
desired, a 3.5-inch floppy
disk that holds about 140
complete settings of a 96-
channel console. Other
goodies include additional
features on a larger moni-
tor section, improved aux-
iliaries and multi-input
overload indicators.
Circle #003 on Reader Service Card
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Esoteric Turntable
For the first time in 100
years, a turntable has been
developed to play the orig-
inal Berliner gramophone
records. Esoteric Sound
(Downers Grove, IL) has
made a phonograph player
with switch-selectable 33,
45,71.29, 76.59, 78.26 or
80 rpm speed. It’s belt-
driven, with a DC servo
motor, P-mount pickup
system and pitch control,
and for $229 comes com-
plete with accessories: a
coarse-groove stylus and a
vertical/lateral switch.
Circle #004 on Reader Service Card

Avalanche Effects
Brianizer

The classic sound of the
Leslie rotating organ
speaker has been copied
and captured in the Brian-
izer effects box by Ava-
lanche Effects (Toronto).
Comprised of a phase-
compensated active cross-
over followed by speed-
dependent tremolo, flange
and Doppler shift circuitry
in the horn and bass rotor
channels, the Brianizer is
compact and priced at
$400 (U.S.). Both input
level and effect intensity
are switch-selectable. The

|~
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device's motor accelera-
tions and decelerations
have been designed to let
you use techniques based
on the Leslie’s motor
inertia.

Circle #005 on Reader Service Card

90- and 120-minute
lengths) has been devel
oped with smail tape view
windows, providing more
room for labeling. The
accompanying ‘DATpak™
DAT mastering packaging
system includes a two-

QSC MX 700 a
Slated for introduction at
this month’s NAMM show,
the MX 700 from QSC
Audio Products (Costa
Mesa, CA) is a high
performance yet low-cost
($598 list) stereo power
amplifier designed for pro-
fessional studio and sound
reinforcement applica-
tions. The MX 700 pro-
vides 150 watts/channel
into 8 ohms, 225 w'ch into
4 ohms and 350 w/ch at 2
ohms. Mono bridged
operation is also possible,
yielding 700 watts into a 4
ohm load. Other features
include fan cooling, '
inch and barrier-strip
inputs (electronically bal-
anced), 5-way binding post
outputs, front panel gain
controls, clip indicators,
dual power supplies,
power on/off muting,
extensive protection Cir-
cuitry and a 3-year parts
and labor warranty.

Circle #006 on Reader Service Card

Ampex 467 DAT
Now you can load 'dem
new decks with DAT from
"dose folks at Ampex
(Redwood City, CA). The
467 line of digital audio
tape cassettes (in 45-, 60-,

cassette storage tray, doc-
umentation storage space
and labeling supplies that
include everything a pro-
fessional needs to docu-
ment and package DAT
cassettes.

Circle #007 on Reader Service Card

PAiA Electronics
MCVI Processor
MIDI-ize your analog
synths and voltage-
controlled gear with the
MCVI circuit card from
PAiA Electronics (Edmond,
OK). This processor simul-
taneously converts MIDI
data to control voltage/
trigger and voitage/trigger

Toa CX-3

signals to MIDJ data. It also
offers an RS-232 interface
to access and alter its pro
gramming or download
data. An expansion port
accommodates memory
and interface devices: PAIA
plans to offer expansion
cards—a multiplexer for
processing multiple CV
inputs and outputs, a
sequencer, and time code
and tape deck controllers
The MCVI is available in

kit form ($119.95) or
assembled ($139.95),
directly from PAJA.
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Toa CX Mixing
Consoles

The 12x4 CX-2 and 16x4
CX-3 consoles are the
latest pro music products
from Toa Electronics
(South San Francisco).
Both incorporate nine n:ix
buses (four group sends.

stereo L/R and three inde
pendent aux sends—pre
fader. pie-EQ or post
fader). Each channel
features 100mm sliders, 3-
band EQ with sweepuble
mids, selectable phantom
power to XLR inputs, an
accessory loop, pan and
input level pad with trim
and pre peak LED. A cue
system on all inputs and
the group, stereo and aux
outputs allaws pre-fader
signal monitoring. LED bar
graphs meter the group 1-4
outputs, or aux sends 1-3,
and stereo L and R outputs.
Options include stereo
input channels with
100mm faders, and trans-
formers to convert each
input and output from
electronically batanced to
transformer bakinced.

Circle #1C9 on Reader Service Card

HOT OFF THE SHELF m Bianco Enterprises, 36 Park

GML’s Moving Fader
Automation System,
Version 6.0, adds intelli-
gent master machine con-
trol, networking capability,
3.5-inch disk drive,
optional graphics display

and much more; (818) 781-

1022. . .Integrated
Media Systems’ MacMix
V2.0 controller soft-
ware and Abekas digital
videodisc interface are
available for use with its
Dyaxis digital audio work-

station; (415) 326-7030. . .
FirstCom/Music
House’s 15 new CDs
contain loads of new pro-
duction music ip a variety
of styles; (800) &58-8880
.. .Lo Bianco Enter-
prises’ Milli-Chart
($15.95) is a handy, plastic-
coated reference chart
showing the relationship
between digital delay time
settings and musical
tempi; send $15.95 to Lo

Ave., Oyster Bay, NY 11771,
(516) 922-3958. . .Jensen
Transformers’ Twin
Servo 990 Mic Preamp is
a rack-mount unit built by
John Hardy with Deane
Jensen’'s new 990C discrete
opamp; (213) 876-0059

.. .Neuron Music’s Click
Tables: In Beats per
Minute & Frames per
Beat is a camprehensive,
460-page reference volume
($39.95) by Alex Cima;
(714) 680-4959. ]
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by George Petersen

ProDUCT

CRITIQUES AND COMMENTS

HURE BETA SERIES MICROPHONES
A legend can be a pretty tough act to
follow. This was the task facing the
Shure Brothers design team, who be-
gan work on the Beta Series micro-
phones some five years ago.
Introduced in 1966, the SM57 and
SM58 are still leading choices among
engineers throughout the world for
instrumental and vocal sound rein-
forcement applications. However,
since times and technology have
changed considerably, the Beta Series
was developed to fulfill the needs of
sound reinforcement and studio pros
into the 1990s and beyond. Before any
of you form a “Save the SM57/58"
campaign and start writing angry let-
ters to the mayor of Evanston, 1linois,
let me advise you that Shure has no
plans to discontinue these mics. The
Beta Series was developed to aug-

ment, not supplant, Shure’s line of
pro mics.

Physically, the Beta mics are strik-
ing. Finished in silver-blue, diecast
bodies with chrome-plated steel grilles
(the Beta 58 is also available
in a matte-finish grille),
they balance well in the
hand and have a qual-
ity “feel” through-
out. Engineers who
do a lot of drum
miking are sure to
appreciate Beta
57’s all-steel
grille. Both mics in-
corporate upgraded
internal shock-mounts
that serve the dual func-
tion of isolating the cap-
sule from handling noise
and stand vibrations, and
protecting the mic from
road rigors and abuses. Best
of all, the system works—
handling noise on the 58
was almost nonexistent, while
the 57 survived several direct
hits (without a scratch) when
used for snare miking.

I was impressed with the
audio performance of the Beta
mics. The use of neodymium
magnets in the transducer de-
signs of both microphones pro-
vides for an output 4 dB to 5 dB
hotter than that of the SM57/58,
an important consideration when
dealing with long snake runs. A
higher output also means greater
performer-to-mic working distances
and improved signal-to-noise specs,
since console preamps can be set at
lower levels.

The Beta mics incorporate a true
supercardioid polar response. The
mics exhibit a null point 120 degrees
off-axis, so monitors should be placed
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SPLAY
CONTRAST

SPECS “ .. quietest silent-sample playback.”

USER-FRIENDLY

PERFORMANCE

“ .. logical, clear, concise and easy to use.”
“ .. lowest overall distortion average.”

SOUND  «.. prime contender for overall best.”

Today’s music requires the best tools to
achieve the quality sound we are used
to on C.D. recordings. The Akai S$1000
Family of 16-bit digital samplers pro-
vides the best quality sound at an afford-
able price. The S1000 is also available
with a 40-megabyte internal hard disk,
(S1000HD), and in a play-back only ver-
sion, (S1000PB). All $1000’s combine 16-
bit resolution with a 44.1 kHz sampling
rate for stunning reproduction. Sample
an S1000 today. Write for information.

P.O. Box 2344 Fort Worth, TX 76113-2344
Phone: (817) 336-5114 FAX: (817) 870-1271
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BUSY

‘Today, some of the world’s busiest stu-
dios are built around the AMR 24 con-
sole. Designed for a higher standard of
performance, the AMR 24 offers more
inputs, more flexibility and the highest
levels of audio quality for day-to-day
recording and mixdown

TRACKING

As a tracking console, the AMR 24
consistently achieves superior resuits
the first time — no re-recording requir-
ed. With exceptiorally low crosstalk
and noise, and a total dynamic range of

AMR#

k Reco

£

100 dB, it is fully compatible with digital
audio.

MIXDOWN

Configured for mixdown, the AMR 24
offers unrivaled flexibility. It handles all
kinds of inputs — up to &4 of them in a
standard format. Just push one button
and the 24 Track Select switch changes
the monitor returns to full-function line
returns normalled to a second 24 track
or to synchronized MIDI “virtual tracks”
Simple switching creates an additional
24 inputs through the cue taders for
etfects returns.

rd

Up to 64 channels can be automated
with a wide range of factory fitted sys-
temns available.

Of course, these DDA design innov-
ations are complemented by the highest
quality components and designs that
feel right.

INVESTMENT

Studio owners know why the AMR
24's track record represents an impres-
sive return on their creative and finan-
cial investment. If that news sounds
interesting, write us on your letterhead

for full information. ID ID \

Klark-Teknik Electronics Inc., 30B Banfi Plaza North, Farmingdale, NY 11735 (516) 249-3660
Unit #1, Inwood Business Pk.. Whitton Rd., Hounslow, Middlesex, UK TW3 2EB 011-441-570-7161
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AUDITIONS

at about a 60-degree angle to the rear
of the mic. (Don’t confuse this with a
true cardioid pattern, where optimum
monitor placement is pointing direct-
ly toward the rear of the mic.) Both as
an engineer and occasional musical
performer, 1 prefer placing monitors
off to one side (or both sides), and
the Beta’s supercardioid response is
ideal for this. Besides providing a
cleaner stage appearance, placing
monitors to the side of the vocalist is
a must for singing keyboardists and
drummers.

I found the supercardioid pattern
to be extremely consistent at all fre
quencies, thus simplifying monitor
setup by reducing monitor EQ require-
ments. The gain-before-feedback lev
els were impressive, and off-axis col-
oration was minimal.

Another benetit of the supercardioid
pattern is increased directional con-
trol, especially with instrumental mik-
ing. Isolation, particularly with drums,
has always been a problem, on stage
and in the studio. After experiment
ing with placement for a few minutes,
I removed about 75% of a hi-hat bleed
problem I experienced with another
popular cardioid by substituting the
Beta 57 placed close on the snare.

All in all, the Beta Series mics
proved to be excellent performers for
vocals, snares, toms, congas (1 was
surprised with the 57’s reproduction
of this sometimes-difficult instru
ment), guitar amps, trumpets and
sax—in virtually any application suit
ed to dvnamic mics. At a user net
price of $258 each (including carry
bag and stand clip) these are well
worth checking out, and like the
SM57s and SM58s, we may be witness-
ing the birth of a new Shure dynasty.
Check back here in about 20 years
and we’ll see.

Shure Brothers, Inc, 222 Hartrey
Avenue, Evanston, IL 60202, (312)
866-2200.

NORTHSTAR SAMPLING DISKS
There’s something truly magical about
a sampler. Unlike a synthesizer, with
its characteristic synthetic sound, a
sampler can take you on an aural
magic-carpet ride to just about any
where, at the drop of a disk.
Northstar Productions, whose li
brary of sound disks has grown stead-
ily over the years, now offers sam-
ples for: the E-mu Emulator 11, Emu

lator 11l and Emax; Ensoniq EPS and
Mirage; Roland S-50; Akai S900 and
$1000;and Oberheim DPX-1. Sounds
are available on floppy disks, Mass
Microsystems’ 45MB data carts for
the E-1II and on CD-ROM (E-11/DPX
1 format).

Since the Northstar library ranges
from about 20 disks (for the growing
EPS and S$-50 offerings) to over 400
disks in the Emulator I collection, I'm
not going to review them all. Here’s a
sampling (pun intended) of what’s
available.

I saved the best for first: “Sweet
Tenor Sax” (E-11 disk 30) is phenom-
enal. This is the best sux sample I've
ever heard. It’s perfect for jazz, pop,
rock. . .anything. Put a touch of delay
and lots of reverb on this for that
bluesy, urban sound. If you have an
E-1l and don’t have this disk, you're
really missing out; indeed, it could be
the best $20 you ever spent. Another
hands-down winner is “Country Fid
dle” (disk 86). I think the name savs
it all with this one, which also in-
cludes pizzicatos, licks, chords and
velocity switching slides.

The variety offered in the E-II li
brary is mind-boggling, ranging from
orchestral, ethnic, rock and electronic
instruments (including contributions
from noted synthesists such as Kerry
Livgren and Craig Anderton) to doz-
ens of sound effects disks (animals,
industrial, household, outer spuce,
crowds, ambience, destruction, weath
er and so on).

One admirable feature of North-
star's disks is that each one is packed
with usable presets and voices. For
example, “Pitz Piano” (muted grand
piano) has 92 voices and 24 presets
to choose from. Other disks have
more or less, depending on memory
requirements.

Interested in checking out some of
Northstar’s E-111 offerings, 1 enlisted
the help of Eric Jensen (of San Fran
cisco’s Jensen Sound Productions), a
composer, engineer/producer/E-I1l en-
thusiast. Northstar records its E-1I1
disks with a Sanken CMS-7 stereo MS
mic, directly to DAT or the E-1I1, so
Jensen's well-equipped, 24-track stu
dio (with UREI 809 monitors, one of
my personal faves) was just the ticket.

We started with bank E1, “Sterco
Solo Violin.” This sounded great and
was loaded with S1 wsable presets,
vibrato and straight, with many subtle
variations. E4, “Marcato Violins,” was
exactly that: a nicely pronounced

MIDIBOOST™

-

A Significant Boost |
for MIDI

WANT TO RUN MIDI CABLES

MORE THAN 50 ~

WANT TO TRANSMIT MIDI OVER
EXISTING AUDIO CABLES?

)

MIDIBOOST™ increases the
power of MIDI signals and makes
them immune to electrical
noise so they can be transmitted
up 1o 4000 feet without loss of
data integrity, In addition
MIDIBOOST™ altows MIDI
signals to be transmitted using
XLR-type connectors and

standard audio cables. ‘
SLP S199.00 per pair
MIDIBOOST™ circuits are
avatlable for OENM and buili-in

studio applications.

]
4

Midia

MIDIBOOST

International Music Co., 1316
Lancaster, Ft Worth, TX 76102; Tl
(817) 3365114 Fax: (817) 870 1271

Distributed in Canada by TMI PO

Box 279, Pont Coquitlam, British

Columbia V'3C 3V7: (60:4) 464 1341

I \f M
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by Bob Hodas

THE DYNACORD

DRP 20

DIGITAL REVERB PROCESSOR

ynacord of West Germany has devel-
oped a digital reverb processor that
also produces special effects. The com-
pany has managed to put a powerful,
32-bit floating-point processor into a
2U rack-mount unit controlled prima-
rily from the front panel. The DRP 20
comes with 100 factory preset pro-
grams, 128 user storage locations and
the ability to store user programs on
tape. It is a stereo-in, stereo-out unit
that may also be configured as dual
mono-ins and -outs for certain pro-
grams. MIDI control is offered, as is
limited remote control via rear panel
juacks.

Due to the proliferation of buttons
on new cquipment, I have decided
that T will no longer bore you with
wordy descriptions of control panels.
So refer to the photo to get a graphic
idea of how the DRP 20 operates. Now
let’s look at a couple of specifics.

On the front panel, the 2x16 char-
acter display uses vacuum-fluorescent
technology. This display can be read
in bright lighting conditions and from
many angles, unlike LCD screens. Pa-
rameters and commands are called up
mostly one at a time, a process I find
time-consuming and frustrating, al-
though it seems to be the industry’s
standard presentation. I get tired of
page upon page of parameters (16
parameters for many of the DRP’s re-
verbs) when trying to quickly get a

sound up in the studio. The choice is
either larger screens or fewer parame
ters. The first is prohibitive at the tar.
geted market price ($2,495), and as
for the second, who wants to give up
parameters? So until external buses for
computer control get cheaper, we'll
have to live with this standard. Opera-
tion of the DRP 20 certainly isn't any
more cumbersome than comparable
Yamaha, Lexicon or Roland equip-
ment—in fact, this unit was much
simpler to operate and a lot more
intuitive than a PCM70.

The input and output rotary level
controls make the DRP 20 handy for
interfacing with a variety of other
equipment. This is much better than
a simple back panel switch, but I'd
like someone to explain to me why
the input level switch gets set to high
for low-level inputs and low for high-
level inputs. Anyway, these controls,
when combined with the mono-in
and -out, allow a guitar player to ac-
cess the unit directly from the front
panel.

On a scale of one to ten, the front
panel rates a seven in my book on
intuitive ease of use. Calling programs
up and manipulating parameters was
pretty smooth, as was using several of
the dedicated keys. But some of the
keys have multiple functions, with the
result that I found myself spending
significant time reading the manual.

eyt SOUND - EFFECT PROGAANM PARAME TERS ouTeyY
. .uH P . - > % .
4 wre coev 2 ;
oo A . . DYNACORD
ROOM-REVER ] 9 - .vn
~ 9 00n-REVERE ¢ 1c »  DRP20
by DIGITAL REVERB
i WY g ==
-1
- o HE EE --‘""’. HE-e =
»
. WONG EPFECT -EOIY -PARAM - SELECT B PACTORY usen ENTER MONO POWER . '
- - .
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— TWO TRUCKS

B Our 45’ 3-room air ride trailer is now equipped with a new SSL 4040E (G SERIES ELECTRONICS,
G SERIES COMPUTER) plus extensive outboard equipment and video monitoring.

B Our 24’ step van is equipped with a Sound Workshop Series 34-B console . . .ideal for projects where
space is tight.

B Both Trucks Feature Effanel “Track-Packs'—Outboard racks containing all-discrete microphone pre-amps
and equalizers by GML, HARDY, APl and NEVE. Mic pre’s can be placed on-stage, on the front end of
long input snakes.

— ANALOG OR DIGITAL

B Dual Otari MTR-90/2 24-Track Recorders with 48 channels of Dolby SR.

B Dual Sony 3324 24-Track and now Dual Sony 3348 48-Track Digital recording (through an exclusive
arrangement with Howard Schwartz Recording)

— PORTABLE

B Effanel can package and deliver a 96-Input, dual 48-track recording system for use anywhere in the world.
We've been to Zimbabwe with Paul Simon, Brazil with Tina Turner, Russia with James Taylor, Ireland with
U2 and Argentina with Peter Gabriel, Sting and The Boss.

M Contact:

EFFANEL MUSIC, NEW YORK Randy Ezratty,
(212) 807-1100 Mark Shane
FAX (2i2) 807-1167 or Adam Pinch
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FIELD - TEST

Some onboard help screens would be
handy here. A keypad would also be a
nice addition for calling up programs
directly and inputting parameter val-
ues instead of always scrolling.

The rear panel is fairly straightfor-
ward. The only question 1 had was,
“Is this unit balanced or unbalanced?”
I guess the “mono jack™ input on the
front panel is an indication of unbal-
anced lines, but this is cerainly not
clear in standard audio terminology.
And if it is unbalanced, why would
Dynacord suggest using microphones
directly into the unit? I don’t know

anyone using unbalanced, high-im-
pedance mics.

The DRP 20 does incorporate some
convenient features. For example, one
may set up parameters in a room and
then easily compare the same parame-
ters on a different effects-structure
algorithm, such as a plate. There is
also a key that allows one to store a
program for quick comparison to the
program running currently—handy
for comparing different parameter
settings within the same program.

Many options are available for con
figuring the unit to the user’s prefer-
ence. The ability to change echo time
display from milliseconds to beats per

Peace of mind.

Free
with every
purchase

AudioLine includes it with every DAT machine, multi-track
recorder, console, and digital work station, as well as with every
tape, connector, and accessory.

Whatever you buy from AudioLine, we back it up with an ex-
tended warranty, a complete service center, and the after-sales
support that instills peace of mind.

Before you buy, call AudioLine.

Kansas City (816)931-9166
Milwaukee (414)785-9166
Chicago (312) 274-0330

The Audio Dealer for Professionals

Representing Over 120 Manufacturers

[

AVRIBLINE, INC.

* Service

minute is just great, especially when
relating to sequencers and musicians.
The internal pink and white noise
generators are wonderful for balanc-
ing echo returns at the console. The
option to start with the status at last
shut-down (POWER-ON TO MEMO)
should be a factory-standard setting,
and I reccommend anyone buying the
unit to install this option immediately.
If you lose power for an instant at a
gig, imagine having your program
completely changed in mid-song!

One may store all 128 user locations
on tape for recall at some later date.
This would allow you to load your
custom programs into a DRP 20 in
another studio, eliminating the need
to bring your own unit. Load, store
and verify functions will even tell you
if it was unable to load specific pro-
grams from a defective tape.

On the audio front, 1 discovered
that Dynacord has done its home-
work, because the unit is very quiet.
No hiss or hum is going to get any-
where near your mix. This is the first
digital reverb in the lower-mid price
range I have tested that has impressed
me with its lack of noise. In fact, it is
quieter than many reverbs costing
considerably more.

The DRP 20 comes with several dif-
ferent reverb types, including room,
hall, gate, spring and reverse. Each
may be gated, and many parameters
are available for manipulation. Dyna-
cord has provided the user with the
ability to build a wide range of mod-
erately real and extremely unreal re-
verbs. You can also create some real
sound disasters with the number of
options open to you here. With some
practice and knowledge, though, this
variety should lead to some creative
discoveries.

In addition to the supplied reverbs,
the DRP 20 comes with numerous
special effects programs. These in-
clude chorus, flange, echo, multitap
and freeze. There are differing com-
binations on the mono-sptlit programs,
which cover areas such as dual echo
and effects-reverb combos. A number
of MIDI control programs are also
offered.

I put several types of instruments
through the DRP 20 for the listening
test, including a four-picce horn sec-
tion, an acoustic piano, synths, vocals
(male and female), kick, toms and
snare. All were prerecorded on analog
tape except for the drums, which orig-
inated from a Wendel jr.
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Drums were the first test for the
reverb programs, and they highlighted
the fact that this is a very dense reverb.
I had no problems putting lots of bass
into the unit, and it handled the kick
transients well. Snares and toms sound-
ed bright and modern, and the revers.
es and gates worked quite nicely.

I easily called up some workuble
bright rooms that flattered the horn
section. Synths also fit into a good
number of factory programs without
much manipulation.

I found vocals and acoustic piano
to be much more critical on the DRP
20; 1 had to work harder to get a
sound that [ was happy with. It was
the search for a natural reverb that left
me disappointed. I think the DRP 20
algorithms are too bright for a truly
natural sound. Rolling off high-end
effects helped considerably but did
not completely satisfy me.

I played with some of the special
effects programs and found the echoes
to be just fine and the flanges to be
effective and quiet.

As I mentioned, the DRP 20 may be
used as a straight-through device and
not just in a side chain, allowing any
instrument to be plugged in directly.
Each program has volume control of

0

Drums were the first
test, and they high-
lighted the fact that
this is a very dense

reverb.

original and effects signals to get a
dry ‘wet mixture. However, with the
original up 100% (straight source, no
effects), the audio was altered con-
siderably from the original signal.

A quick word on the manual and
construction for the techs. The man-
ual is only adequate, although the
English is good. It appears to have
been printed using a medium-quality
dot matrix printer. It provides just
enough information to get off the
ground, and all instructions are clear.
There are no schematics or trouble-
shooting guides. Obviously this unit

is aimed at the MI market, and Dyna-
cord assumes that no one can fix dig-
ital equipment. But the sound quality
of the DRP 20 indicates to me that it
will end up in a number of studios,
so better documentation would be
welcome.

Construction is pretty good except
for the tape and MIDI jacks, which are
mounted directly to the PC board with
no anchor to the chassis. This type of
mounting is much too fragile. The
board is cleanly laid out and should
be easy to maintain.

The DRP 20 is a reverb/effects proc:
essor that has a lot going for it, espe-
cially when you consider the price tag.
It is capable of producing some strong
modern rock reverbs and eftects. It is
quiet, easy to use and certainly worth
listening to. 1 would highly recom:
mend it as a4 next-step upgrade when
moving away from the noisy reverbs
in the under-§1,000 range. [}

Bob Hoduas is an independent audio
engineer whose credits include Wind-
ham Hill Records, The Doobie Broth-
ers, The Villuge People and Mickey
Hart.

don’t forget your Iunch'

THE 512b MIC PRE:

The new APl 512b-

An all discrete EQ size
mic preamp/instrument
direct box in one.

THE 550b EQ:

The new APl 550b-
The same circuit as
the famous all discrete
550A, but with four
bands and more
frequencies.

THE 500-b4:

The new API 500-b4-
A portable rack for API
modules, with the
traveling engineer or
musician in mind.
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WORLDWIDE DEALER/REPRESENTATIVES:

EAST COAST: MID-US: ] api audio products, inc.

flvné[;?_ (é)gijsqrmrs INC. 2125867376 EI(LJA’;A 8;1’%0 309.346.3161 7951 TWIST LANE

EVERYTHING AUDIO 818.842 4175 SYCOSYSTEMS _(LONDON) 01724 2451 SPRINGFIELD, VA 2215

WESTLAKE AUDIO 213 851-9800 I — 703-455-8188 'FAX 703- 455 4240
NISSHO WAl (NY)212.704 6692
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Beyer TourGroup. Because your band
only ones getting hits.

\ 2

may not be the

When you take a TourGroup
mic on the road, vou've got a mic
built to take the hits. The drops.
The constant, punishing abuse
that touring dishes out. A mic you
can rely on show after show, tour
after tour.

But “TourGroup mics are not
only made durable. thev’re made
by Bever. Which means your
vocals and insiruments will be cap-
tured with stunning accuracy. And
with a warmth and personality you
never though possible in a road mic.

['he secret is Bever's low-mass
diaphragm technology. Specially
designed for cach mic, these highly
sensitive transducer clements bring

I M STTG i MCE 80 i\ct- 81 MS8TG M390TG M 20b

TourGroup

=

out the true character of your
music with clarity and detail.

To protect this vital element,
every TourGroup mic is armored
with heavy-duty barrels. Heavy-
gauge brass or steel mesh baskets.
Road-rugged shock mounts to
guard against hand-neid noisc as
well as physical impact. And put
together with a look and feel

deserving of such a great road mic.

I'here are 12 TourGroup mics,
each dedicated to a specific task.
So vou can select one that's per-
icet for vour needs, not compro-
mise on a “general purpose” mic.
I'he MCI 81 ‘TG condenser, for

example, combines the precision

M700

and elegance of the best studio
condensers with new levels of
ruggedness. And the M 300 TG is
considered by many pros to be the
most accurate dynamic road mic in
its price class.

Give TourGroup mics a sound
check at vour local Bever dealer,
and sec why so many performers

trom Phil Collins to Bobby
McFerrin — refuse to use any
thing elsc.

Because with TourGroup,
bumps and knocks aren’t the only
kind of hits vau can expect to have.

For u free lourGroup brochure,
cantact the Beverdynamice office
nearest vou. See addresses below.

i M300TG I MCTI13 I MCT34PA

United States: 505 Bums \venue, Hicksville, NY 11801 Tel. (516) 935-80(0)

Fax: (5163 935-5018

Great Britain: Unit 14, Chife Industrial Estate, 1.ewes Sussex BN8 6]1

lel 0273 479411 Fax: 0273 471825

beyerdynamic))))

Cunada: ELNOVA 325 Rue Clement. Quest, LASALLFE, Quebec, Canada

HBR 4B+ Tel. (3:4) 3642118 Fax: (514) 36407

Australia: Hi-Phon Distributors Pte. 1 td. 356 A-358 Eastern Valley Way

Chatswood N.S.W. 2067 ‘Ter. ((02) 417 7088 Fax: (02) 417 7374
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LUNCHING - WITH - BONZAI

by Mr. Bonzai

MARSHALL
CRENSHAW
RIDES AGAIN

Remember those good ol days of fresh Marshall’s new album, produced by
rock and roll, still wet and dripping David Kershenbaum and Paul McKen-
on the line, still bright and clean like  na, was recorded mainly at Kershen-
new sweat on a Saturday night? Mar-
shall Crenshaw popped on the scene
a few years back with just those quali-
ties and has somehow matured with-
out losing any of that raw juice.

The Bonzaimobile pulled up at
Marshall’s temporary Hollywood
home, rented for the new album ses-
sions. He climbed in with the first mix
of the album, and we rocked our way
down toward the beach, sunroof open,
good tunes filling the car and spilling
out on the street. We cruised down
Sunset Boulevard, over to La Cienega
and out west on the Santa Monica
Freeway. It’s especially fun to hear a
preview recording, and it already 2 :
sounded like radio playtime. Above: Marshall Crenshaw relaxes with double-

Although he could pass for an altar necked guitar. Below: Crenshaw with co-producers

boy, he is a responsible Woodstock, David Kershenbaum (left) and Paul McKenna.
N.Y.,, homeowner, with wife and bull-
dog. A frequent flier with stops in New
York, Detroit, Nashville and Los Ange-
les, he’s settled down to some serious
music business. His family hails from
the hills of Tennessee—in fact, he just
produced a great compilation of late
'40s and early '50s gems from the
Capitol vaults. 1t’s called Hillbilly Mu-
sic. . . Thank God, Volume 1. Pure Nash-
ville recordings: incredible feelings,
honest hearts, impeccable musician-
ship and a fair share of zany lyrics.
You even get some talkback studio
chatter, digitally remastered.

Marshall tells me he is branching
out, producing such “crunch” rockers
as The Thieves, your basic quartet,
with songs by Gwil Owen, a man who Ry :
knows how to tell us about cheap baum’s Powertrax studio, with addi
motels, expensive limousines and tional sessions at Blue Canyon. A fine
hearts like tombstones. cast of musicians was assembled and
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NETWORK
YOUR SOUND EFFECTS
TO EVERY SOUND ROOM
IN THE STUDIO.

The M&E Organizer System puts all
your sound effects and production music
CDs in one central location. And lets
you access the effects from any room
in the studio.

Introducing new interfaces for the
Sony® CDK-006 Auto Disc Loader.

These interfaces include:
® RS232 Communication

* AES/EBU Digital Output

¢ Optional AES/EBU D/A conversion
to professional 16 BIT four times
over sampling DAC.

®¢ Up to 8 work station link up to a
single central location for the
CDK-006.

*® Up 10 8 CDK-006s tied to a single
computer.
The M&E Organizer System is both
Macintosh™ and IBM " compatible
and comes with the catalog listings of
the CD libraries you already own.
Ask about our other interfaces and our
software only packages.
To order, call Gefen Systems at
818-884-6294
®* Docs not apply to the Macintosh Interface.
Macikanah b & rogirtesd esdemar: of Applo Compumr, .
k o‘meyl' P '. of Ameri

Souy is a trad
IBM » a regil d of I | Business Machi

S O U N D

FeX < C =D

Gefen Systems is proud to offer
the new BBC Sound Effects Library
on compact disc. The library has
18 CDs with digital stereo recording.

To order, call 818-884-6294
or FAX us at 818-884-3108.

GEFEN SYSTEMS

5068 SAN FELICIANO DRIVE
WOODLAND HILLS, CA 91364

LUNCHING - WITH - BONZAI

deserves mention: Graham Maby,
bass; Kenny Aronoff, drums; Sonny
Landreth, slide guitar; James Burton,
guitar; J.D. Manness, steel guitar; Bob
Marlette, keyboards; David Lindley,
fiddle; Steve Conn, accordion; Syd
Straw, Sammy and Kurt Bodean, Rob-
ert Crenshaw and Patti McKenna,
backing vocals; and Marshall, singing
and strumming.

Marshall Crenshaw is an original,
even though he can also be the great
pretender. Maybe you know him as
Buddy Holly in La Bamba, or the *50s
rocker in Peggy Sue Got Married. He
even toured as John Lennon in Bea-
tlemania, while John was still alive to
enjoy the joke. Half the tunes on his
new album are originals, half are out-
side contributions, including a Bobby
Fuller number and an old R&B hit
from the Isley Brothers. Marshall Cren
shaw is a time machine—he can take
you on a trip through years of music
and get you home today.

We stopped at the seashore for
some oysters with salsa, steamed mus-
sels, raw tuna with Japanese horserad-
ish and Boston clam chowder. Let’s
sip the house wine and get to know
the real Marshall Crenshaw, a kid
who’s been playing guitar for more
than 30 years.

Bonzai: Is there a connecting theme
in the new album?

Crenshaw: Well, there are songs
about loneliness and isolation, and
love and girls. ..

Bonzai: Can you recall the first mu-
sic you heard?

Crenshaw: [ always heard a lot of
pop music and rock and roll around
the house. My Aunt Rita had lots of
records by the four lads. One record 1
especially remember was “Rockabilly”
by Guy Mitchell, which was anything
but rockabilly. I used to put that on
and dance around. My teenage cous-
ins had Bill Haley and Carl Perkins
records. I listened to rock and roll,
but I also had those little yellow 45s
that kids had. I had “Yellow Rose of
Texas” and “Theme from The Bridge
on the River Kwai”—'50s stuff. I was
born in ’53 and was aware of music
early on.

Bonzai: Guitar was your first instru-
ment?

Crenshaw: Yes, but I can’'t remember
why. I just always wanted to have a
guitar. My dad had one, but he couldn't

play, and I was allowed to drag it
around the yard and bang on it. It was
one of my toys. When I was about six
I got one of my own. I don’t remem-
ber deliberately choosing to play gui-
tar. I just did it.

Bonzai: Who were your early heroes?
Crenshaw: I liked stuff that was gui-
tar-dominated. I liked Buddy Holly
and the Everly Brothers in particular,
and a group called Joe Bennett & The
Sparkletones. They made a record
called “Black Slacks” that I really
liked. It has a kind of gargling sound
on the vocals.

Bonzai: I was into strange vocals. 1
liked “Goony Goose,” the flip side of
a Bozo the Clown record.
Crenshaw: Well, you know, I'm asso-
ciated with a publishing company

"'l didn’t know if
| wanted to work
behind the
scenes, or be in
a band, or what.
| just knew |

loved music.’’

called Bug Music. They have a label
deal with Capitol Records, and part of
the deal is to assemble reissues of
records from the Capitol vaults. One
of our ideas is to reissue those old
Bozo records, maybe some Bozo out-
takes. Maybe we'll find “Goony
Goose” in the vaults.

Bonzai: You're also producing other
artists—The Thieves?

Crenshaw: Yeah, | went to their show
last night. They're based in Nashville.
It's what I call “crunch rock”—two
guitars, bass, drums, Marshall amps. I
contributed the occasional sleigh bells
overdub, spine-tingling three-part har-
monies. Good songwriting by a guy
named Gwil, who I think is from Ice-
land. Nice, goofy jokes in the lyrics. It
just came out, and it’s already getting
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some radio play.

Bonzai: I've been thinking of you as
The Great Pretender. You were on the
road for a couple of years as John in
Beatlemania, as Buddy Holly in La
Bamba, and you played in the '50s
band for Peggy Sue Got Married. How
did you get involved in Beatlemanid?
Crenshaw: [ sought that one out. At
the time [ had decided to make a se-
rious attempt to break into show busi-
ness, and hopefully the record busi-
ness. Prior to that I had come to LA
from Detroit with a high school friend
who was in a band. They had a steady
job playing up in Alaska, for pipeline
workers, I guess. | was going to join
his band, but I got involved with Bea-
tleraniabecause [ wasn't committed
to anything in particular. I didn’t know
if | wanted to work behind the scenes,
or be in a band, or what. [ just knew I
loved music and was determined to
work at it professionally.

Anyway, I came out here and ran
out of money real fast. I didn’t get in
my friend’s band, but I joined another
band playing country music. We spent
all our time on the road, playing in
the West in places like Wells, Nevada,
and Rock Springs, Wyoming. It was
really cool—I just took a flying leap
and ended up in this bizarre situation.
But then I got sick of it, ‘cause it was a
slog. The West is beautiful, but it was
a dead end.

In the midst of that, [ saw an ad in
Rolling Stone magazine looking for
Beatle lookalikes. 1 had read an arti-
cle about Beatlemania in Time mag-
azine and nearly puked. I was ap-
palled, and I thought, “Everything in
our culture is just a cheap imitation of
something else. This is the worst.” But
six months later I was scuffling around
and saw an opportunity there. People
used to tell me I looked like John
Lennon, and 1 knew [ could sound
like him. So [ sent them a tape and
boom! They came to Detroit and took
me away. [ haven’t been back yet.
Bonzai: Besides looking like John,
was he a personal inspiration to you?
Crenshaw: Absolutely. I loved John
when 1 was a kid. The Beatles ap-
peared shortly after the Kennedy as-
sassination. I was only ten, but it really
shook me up. I was disillusioned. 1
was a crank as a child, a real malcon-
tent. | was into Mad magazine and
anything that said the adult world was
a joke. Then John came along, and he
wore that attitude on his sleeve and
expressed it excellently. Plus, [ loved

the music. Then I got into Beatlema-
nia and it became a somewhat nega-
tive experience. Force-feeding the
Beatles. Weird environment, 'cause
the interpretation of the Beatles was
so twisted.

Bonzai: Living your hero in a bad
light.

Crenshaw: [ wasn't good at it either.
I couldn’t bring myself to give 100%,
but I wanted to be a good sport about
it. On the other hand, it was a fantas-
tic break for me. It was my ticket out
of Palookaville. I can’t take that lightly.
Bonzai: You were never overtaken,
possessed by an otherworldly force?
Crenshaw: No, I felt more like that
before Beatliermania. Like millions of
other kids, 1 was more into the Bea-
tles in the "60s and early '70s. I felt so
connected with the music, like there
was a psychic link. Once I got in the
show, it redefined my feelings and 1
kind of exorcised them. It was a good
experience, though; I got to see the
country.

Bonzai: What about your appearance
in La Bamba?

Crenshaw: That one came to me.
They called me, and at first I thought,
“Oh, no, a replay of Beatlemania.” 1

was reluctant and said no at first. But [
read the script, and I had enjoyed
being in Peggy Sue Got Married. 1 like
the creative atmosphere of making
films. The story was good and I was
drawn into it because it's about "50s
rock, something I'm partial to. I knew
if I didn’t do it they would get some-
body else, and I'd probably regret not
being in the film. So I did and it
worked out great, although there was
a negative effect. My last album came
out at the same time, and La Bamba
was a huge hit and my album was
totally overlooked. But that's a short-
term thing.

Bonzai: How has it been working on
the new album?

Crenshaw: Well, it's taken some time,
and I've been out here awhile. I live
in Woodstock, and it's a big change
living here.

Bonzai: How does the songwriting
break down?

Crenshaw: About half the songs are
mine and half are cover tunes, a dras-
tic change from my past albums. I've
done a song that was first done by the
Bobby Fuller Four, and one by the
Isley Brothers, “Live It Up,” which was
an R&B hit in '73. There’s a Richard
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Thompson song and two that have
never becen released, one by John
Hiatt and another by a lady named
Diane Warren.

Bonzai: How have David Kershen-
baum and Paul McKenna helped bring
out the true Marshall Crenshaw?
Crenshaw: By helping me to be com-
fortable and creating the optimum
situation for me to do my work. Being
supportive and sincere, good to work
with, all that stuff.

Bonzai: How's the music business
treating you? Are you making a good
living? Are you happy?

Crenshaw: I've been doing great
lately. I've been at it a long while, and
I've had lots of weird ups and downs.
But for some reason, it's great now.
Bonzai: What happened to change
things?

Crenshaw: | made a New Year's reso-
lution in 1988 that I wasn’t going to
continue being so single-minded
about my own records and my songs.
For two or three years previously, |
was focusing 100% on that stuff, and it
was kind of a waste. [ can do lots of
things, so I decided to branch out and
do more behind-the-scenes things. Be
more adventurous about music. It's
worked out well, because 1 played on
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