
MUSICIAN'S NOTEBOOK: 
LT Sound NR-8 Noise Reduction Jnit 

www.americanradiohistory.com

www.americanradiohistory.com


Apple II and Ile are trademarks of Apple Computer. Inc. 
Passport, POLVWRITER, POLYWRITER UTILITIES. MIDI /4 plus. anti 
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12 RECORDING TECHNIQUES 
by Bruce Bartlett 
Mr. Bartlett tells all when it comes to 
mic'ing drums. 

24 PHIL COLLINS: 
NO JACKET REQUIRED 
by Susan Borey 
Artist /producer Phil Collins is a man 
who has done just about everything 
when it comes to the recording indus- 
try. For starters, he was the front man 
for the highly acclaimed Genesis. He 
has collaborated on projects with such 
people as Peter Gabriel, Brian Eno, 
and Robert Plant. In addition, he has 
produced such artists as Adam Ant, 
Frida (ABBA), and Eric Clapton to 
name only a few. MR &M was lucky 
enough to catch an opportunity to 
speak with Phil about his new album, 
No Jacket Required, his method of 
songwriting, pre -production record- 
ing, and his theories on videos and their 
relation to music. So come along and 
learn a little something from Phil Col- 
lins' great and varied experience. 

36 PROFILE: 
GUITARIST JOHN SCOFIELD 
by Gene Kalbacher 
John Scofield has recorded as a side- 
man with Miles Davis, Charles Min - 
gus, and Jay McShann among many 
others. MR &M spoke with John about 
his latest effort. Electric Outlet, an al- 
bum for Gramavision, plus his recent 
work with Miles Davis. 

41 BLUE OYSTER CULT: 
THE BAND IS STILL HERE 
by Bob Buontempo 
Blue Oyster Cult has been categorized 
as a heavy metal band, but in actuality 
their music covers a wide variety of 
styles. After twelve albums, their cur- 
rent style of music utilizes state -of- 
the -art techniques and equipment. 
MR &M spoke with members of Blue 
Oyster Cult about their music, record- 
ing techniques, and home studios. 

45 ASK DR. KNOBS 
by Brian Battles 
This month MR &M brought in Dr. 
Knobs, our specialist with lots of hands - 
on experience to solve several dilemmas 
presented to us by producers, engi- 
neers, and hobbyists. 
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Letters 

The Best Man For a Job... 
I just finished reading your column, Sound Advice, in the 
November issue and had to write to you. The interview with 
Steve Fisher was excellent and covered a lot of good points. The 
one point that hit home was on female sound mixers in the 
clubs. I'm a female who has been mixing sound in the clubs in 
Florida for over 7 years and I have not yet come across another 
female running sound in the clubs. It has been exceptionally 
hard to keep steady work as most guys feel that a female just 
can't do the job. I love working the club circuit and would 
eventually like to go on to larger places as most clubs in Florida 
are small. I would also like to be able to travel outside of the 
state of Florida. So I keep pushing and taking every job no 
matter how small or underpaid to keep on proving that I can do 
the job better than about 75 per cent of the people that call 
themselves soundmen. As I'm basically self- taught, it has been 
your magazine that has taught me the most. Every time I come 
up with a new situation I can usually find an article you've 
printed that helps me out. Thanks for being there when needed 
and thanks for coming up with Sound Advice. It's the best 
column you could have come up with! 

-Sharon Katrenics 
Tampa, Fla. 

Gee, Sharon, we at MR &M are blushing again. Thanks for your 
extra kind words of praise. We passed on the word to columnists 
Susan Borey and Mark Oppat who couldn't be more pleased. We 
were also glad to hear about a woman soundperson striving to get 
ahead. Keep going cause we have a hunch that you're going to 
make it!!! We wish you all the best in your career and we'll keep on 
running those helpful columns and articles! 

Twilight Zone 
If there was such a thing as "negative sound," would positively 
measured dB become -dB? Or would it become -Bd? 

-R.B. 
Providence, R.I. 

Now, a word from our technical editor, Jim Corona... 
Firstly, I'm not Rod Serling. Secondly, I didn't know if it would 
be entirely wise to print such a questionable statement. I feel 
that this letter might be more appropriate in a science magazine 
forum. I do, however, have one small comment on this topic; If we 
are speaking of an inverse plane of existence, being from our 
own plane, wouldn't we still measure sound, light, or any other 
measurement on our own terms positive or negative? Please 
send rebuttals to the attention of Jim Corona, Technical! Twilight 
Zone Editor, c/o MR &M. 
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Dear MR &M, 
My question is in regard to an 

article in the Nov. 1984 issue of 
MR &M. The article was entitled 
Headphone Distribution Systems by 
Rick Chinn. Where did Mr. Chinn 
get the figure "0.0195" for the power 
value when in the text the power was 
stated as being "19.95 mW or 0.01995 
(.02 W) ?? 

-Jibby Jacob Chacko 
Singapore, Malaysis 

Good Question!! First MR &M would 
like to apologize if this error has 
inconvenienced anyone and we would 
also like to apologize to Rick Chinn 
because we found that the error was 
our mistake. So here's the correction, 

A) 
E = N/P x R 

E = V.01995 x 2000 
E = 6.32 volts 

B) 

dBm = 20 log E 
E (ref) 

dBm = 20 log 6.32v 
.775v (ref) 

dBm = 20 log 8.15 
dBm = + 18.12 

C) 

P=JExR 
P = N/6.32x8 

P = N/50.56 

P = 7.11 Watts 

How 
you live 

may save 
your he. 

You may find it surprising 
that up to 60% of all cancers 
can be prevented. By avoiding 
excessive exposure to sunlight, 
by not smoking cigarettes, 
by not overeating and by 
following a diet high in fiber 
and low in fat. 

The battle isn't over but we 
are winning. 

Please support the American 
Cancer Society. 

AMERICAN 
CANCER 
SOCIETY' 

Editor's Note: Bruce Bartlett has 
brought some unfortunate errors to 
our attention from "Recording Tech- 
niques" in the February '85 issue of 
MR &M. Under the heading of Grand 
Piano, the article reads, "Alterna- 
tively, try a Crown PZM taped to the 
outside of the lid, in the middle." 
It should be taped to the underside of 
the lid. Also, under the heading of 
Free Special Effects (in the Equaliza- 
tion section) the article reads, "Mic 

close with cardioid microphones for a 
brassy tone." It should read `for a 
bassy tone. "And finally with regrets 
from our illustrator as well as the rest 
of us, in Figure 1, the unbalanced 
circuit, the shield should be connected 
to the right side 4-in. phone plug 
ground. We humbly apologize for the 
possible inconvenience that any of 
these errors may have caused. We 
would also like to thank Bruce for 
bringing the our attention. 
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Now Journey depenc 3 on new 
ATM63 dynamic mi :rorrcaes 
for full control of their mnrrtor 
and live concert sound. V7:-..h 

better rejection of npt just of- 
axis sound, but everyth_r_g 
else on stage. 

Even with a stack cf 
Ma- shalls up cicse the monitor 
mix is de 3ner, w_tr better 
separation than eve- before. 

ind out wr_3: Journey's 
Steve Perry, Jonah_ an Cain, 
Neal Sczan, Ros. Va_ory 

and Steve Smith heard on 
stage... and why monitor 
mix= Chris Tervit and 
producer /live mixer Kevin 
Elsc.n insist on the ATM63. 
Now at leading music and 
sound specialists. 

The ATM63 
chosen by JOURNEY 

because... _yen you 
nd right to yourself, 

u sound great to everyone! 

audio technica 
Audit Technica U.S., Inc.. 1221 Commerce Dr. Stow, OH 44224 (216) 686 -2600 
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In responding to Charles Ray 
Allen's questions about level cali- 
bration, I believe that Bruce 
Bartlett missed two important 
points about this procedure. I'm 
sure that Mr. Bartlett is quite 
aware of these points, but he 
seemed to overlook them in his 
reply. 

First, while Mr. Bartlett did 
mention that the dbx- encoded 
signal at the recorder will cause 
the meter to "move" less than at the 
console, I have found that the 
compression of the dbx process 
makes using the console's meters 
for level- setting quite difficult. In 
a system (like Mr. Allen's) where 
the dbx signal is simulataneously 
encoded and decoded on either 
side of the recorder, the console 
output meters will always read 
higher than those on the tape 
recorder. Likewise, any meters 
connected to the dbx decoder 
outputs will also read higher than 
the tape machine. In our (inline) 
system, we monitor ONLY from 
the tape recorder (decoded dbx), 
and consequently must be able to 
look at the recorder to set levels - 
even though the system has been 
calibrated for complete coherency 
with a IkHz tone. 

My other observation concerns 
the method of setting recorder 
playback level. I realize that Mr. 
Bartlett was trying to keep his 
procedure simple and practical, 
but the recorder output levels 

cannot be properly set without an 
alignment tape. If the recorder's 
inputs are set to read "0," and the 
outputs are then set based on a 
tape being recorded, the resultant 
calibration will likely be erroneous, 
causing the machine to produce 
different readings in "source" and 
"tape." This is due to the lack of a 
REFERENCE to which the ma- 
chine is being set; ie, the alignment 
tape. As Mr. Bartlett surely knows, 
the playback levels must always be 
set FIRST, and everything else 
based on that setting. 

The more accurate procedure 
would require playing of the 
alignment tape's 1kHz portion, 
setting playback levels and meter- 
ing. THEN sending the machine a 
0 VU signal from the board and 
setting the inputs (while setting the 
dbx calibration, as described). 
Also, the PLAY side of the dbx has 
similar calibration, and should be 
set using the alignment tape signal 
(or a level determined after use of 
the alignment tape). 

This procedure is more complex, 
and necessitates the purchase of an 
alignment tape, but it is by far the 
most accurate -although use of 
dbx will still cause the machine 
and console meters to be apparently 
out of whack. 

-Eric Wenocur 
ROAR Productions 

Bruce Bartlett's reply to Eric Wenocur's 
letter: 
Eric, you guessed correctly that I was 
keeping the procedure simple. I 
assumed that Charles probably did 
not have an alignment tape, and that 
he was not trading tapes with other 
studios. I also assumed that the 
factory calibration of his recorder 
was adequate for his use. (I may be 
wrong on both assumptions!) 

If an alignment tape is available, 
the proper alignment procedure is as 
you described. Thanks for pointing it 
out. This procedure was mentioned in 
the Feb. '83 issue of MR &M, "Record- 
ing Techniques: Tape and Tape 
Recorders." 

Here's some advice to MR &M 
readers abouts level setting with dbx: 
It's OK if the console meters read 
higher than the recorder meters, as 
long as you don't exceed 0 VU on the 
recorder meters. Tape saturation 
must be avoided so that the dbx can 
"track" level changes accurately. 

The console meters should peak as 
high as possible without distortion 
occurring on playback. The proper 
record levels for various instruments 
can be determined in advance by 
making test recordings. 

Watching the console meters is 
convenient, but requires that the 
console and recorder are consistently 
calibrated with each other. Other- 
wise it's safer to watch the recorder 
meters. And, if you need to know the 
actual recorded level on tape, watch- 
ing the recorder meters is a necessity. 
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Blow Their Socks Off 
With Gauss Efficiency 

All Gauss loud- 
speakers are designed to 
give you high conversion 
efficiency. A fancy way 
of saying they give you 
more power per watt... 
so you get the sound 
pressure you want with a 
smaller number of cabi- 
nets and amplifiers. You 
don't have to lose your 
socks to pay for all that 
sound! 

Gauss speakers are 
also built to be the 
world's most reliable 
loudspeakers. Our ex- 

clusive double spider 
construction and our 
ten minute torture test 
on every Gauss loud - 
speaker assure you of 
that. So, you know they 
will keep knocking your 
audiences' socks off for 
years after you buy them. 

There's a Gauss 
loudspeaker to fit every 
professional need from 
10 "... to an 18" that 
handles 400 watts ... to 
our 200 watt coaxial 
designed to knock the 
socks cff recording 

engineers. For more 
information on the 
entire Gauss line, see 
your authorized Gauss 
dealer or write Cetec 
Gauss, 9130 Glenoaks 
Blvd., Sun Valley, CA 
91352, (213) 875 -1900, 
Telex: 194 989 CETEC. 

More Power Per Watt 

gauss 
by Cetec 
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Susan borey & mark oppat 

Sowtd 74dIiice 

How To Make More Out Of Less 

Sound Advice is a question and 
answer column that focuses on the 
procedures, products and problems 
associated with live audio engineer- 
ing. We cover topics that primarily 
pertain to mixing in venues that seat 
less than a thousand, and have geared 
Sound Advice to run on reader input. 
Do you have a question, a particu- 
larly sticky problem, or an interest- 
ing experience in the world of sound 
to share? Pick up a pen and do it 
right now! Write to: 

Sound Advice 
c/o MR &M 
1120 Old Country Road 
Plainview, NY 11803 
This month we spoke with Danny 

Kapilian, a live sound engineer, 
concert producer and tour manager 
who lives in New York City. Danny 
works in many of the area's clubs, is 
the house soundman for the Apollo 
Theatre, and spends time on the road 
as well. He recently taught a course 
at the New School For Social Re- 
search entitled Rock and Roll: The 
State of the Art. 

We discussed ways that a sound - 
person can optimize his or her re- 
sources, deal with problematic con- 
ditions, and make the best of in- 
adequate, faulty, or downright dis- 
gusting equipment. 

Modern Recording & Music: Do 
you have a basic philosophy of audio 
engineering? 

Danny Kapilian: I think in terms 
of what I call "rock and roll reality," 
which combines an acceptance of 
Murphy's Law with a dry sense of 

humor. Expect everything to go 
wrong. However, the important fact 
is that problems keep coming at you 
so that you can keep coming up with 
creative and ingenious solutions. In 
that light, the problems that arise 
from difficulties are turned into 
positive situations. 

MR &M: When you walk into a club 
for the first time, how much informa- 
tion about the facility have you been 
supplied with? 

DK: I usually know what the 
capacity of the club is, and I usually 
know how many channels there are 
on the house board. If I walk in and 
find that there are less channels 
available than what I need, my first 
question to whoever is in charge is, 
"What kind of mics do you have ?" If 
you need to consolidate channels, 
you'll want to retain the highest 
possible fidelity out of each instru- 
ment, and you're at a great advantage 
if you have good microphones. With 
an act like Steve Forbert, who I work 
with, getting a good vocal sound is of 
paramount importance. Steve's voice 
must cut through. 

Having the right microphones is 
also crucial to getting a good drum 
sound. A lot of small clubs have 
invested in nothing more thanShure 
SM 58s and SM 57s, which are good 
standard mics, but I will never get 
the drum sound I want with them. 
I've purchased several items which I 
bring to every gig I do, an Electro 
Voice RE20 and a pair of Sennheiser 
421s. I use the RE20 for the kick 
drum. It has fantastic low response 
and a built -in roll -off which I prefer. 

The AKG D12 would be another good 
choice for a kick drum. If the house 
has SM58s, I'll put one of my 421s 
over the rack toms, and the other one 
over the floor toms. I also have a 
Countryman direct box which I use 
to get a beautifully clean acoustic 
guitar sound. 

MR &M: Will you use the SM 58s 
for vocals? 

DK: Yes. I never have qualms 
about using 58s for vocals in any 
setting whatsoever. They've never 
given me problems. The 58 is a 
beautifully well- rounded mic with an 
unbeatable high mid peak. They're 
also incredibly durable. The new 
Shure 87 is beginning to make a 
name for itself as an excellent vocal 
mic, too. 

MR &M: How can you consolidate 
your use of channels on a board? 

DK: Normally I mic each indi- 
vidual drum. If I have to, however, 
I'll mic four toms with two mics, the 
421s, which will sustain fidelity and 
resonance. There are certain inputs 
that can be Y -ed together in certain 
situations, especially in a very small 
club where I'm not as concerned with 
the separation. For example, with 
Steve Forbert I usually mic the 
keyboard's Leslie [speaker] with two 
mics, high and low channels. In a 
small place I can Y those two inputs 
together with an XLR Y. 

MR &M: What about a real emer- 
gency where you only have six or 
seven channels available? 

DK: That's not as unusual as you 
might think. There are some places 
with incredibly bad systems. I 
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Great performers have one thing in common. 

Mick Jagger, Pete Townshend, Tina Turner, Ronnie Milsap, Brian Wilson, 

Randy Owen - great performers know their legendary stature depends on the 

quality of their voices. That makes the purity of vocal reproduction critical. 

That makes rugged, reliable Shure mics essential. 
Shure miles have been the number one choice of top 

professionals for many years from the legendary SM58 
dynamic to Shure's newest trailblazer, the SM87 condenser. 

Whether you're on your way up, or you've already 
made it, don't trust your great performances to 
anything less than the best - 
Shure mics. SNIP 
THE SOUND OF THE PROFESSIONALS ®..WORLDWIDE. 
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worked at a club once with Steve 
Forbert that had a 12- channel board 
with five channels out. For a house 
EQ there was a 10 -band that was at 
least ten years old. It was completely 
crudded and rusted through. You 
couldn't even move half of the faders. 
Fortunately, we had rented a 31- 
band EQ to help Steve balance out his 
acoustic guitar sound. The lead 
guitarist, John Levanthal, also carries 
a 6 -band EQ pedal that he normally 
doesn't use. During the sound check 
the system sounded awful no matter 
what I did. I finally went to Steve and 
told him that if he used John's 6 -band 
EQ on his guitar and let me use the 
31 -band for the house, he'd gain ten 
times in the house for what he'd lose 
on his guitar. We did it, and it worked 
beautifully. The owners said the 
system sounded better than it ever 
had, but given the situation, that was 
a half -assed compliment. 

MR &M: But how did you make 
do with only seven channels where 
you usually need twenty? 

DK: It was a small place. I mic'ed 
the three vocals, the acoustic guitar 
went direct, the accordian went 
direct, and I mic'ed the kick and the 
snare drums. Those drums would 
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41 
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Ask for our 
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Recording Supply Div. of Polyline Corp 
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have been loud enough by themselves, 
but mic'ing them gave me the flexi- 
bility to alter their tone. We didn't 
mic the two guitars. The keyboard 
player monitors his instruments 
through a Yamaha 4115 power 
bottom, and I just had him direct his 
monitors a little more towards the 
audience, and turn up his volume a 
bit. 

MR &M: Besides inadequate sound 
systems, there are other problematic 
conditions to prepare for. How can 
the shape of a room affect a job? 

DK: As far as that goes, it's 
important to look out for high and low 
ceilings. With a high ceiling there's a 
tendency for the system to blare at 
the high midrange, and you should 
watch the house EQ to make sure it's 
not peaking. With low ceilings, you 
should automatically prepare for 
losing the high end, and roll off the 
EQ from 10k on if it's a wooden hall. 
If your mixing position is under an 
overhang, you'll lose both high and 
low response. 

If it's an old bar with lots of wood, 
that's good, because the room will 
absorb sound. One of the worst 
experiences I've ever had happened 
with the Jim Carrol Band. We played 
in a club that was actually the lobby 
of a 50- year -old art deco office 
building in downtown Pittsburgh. 
The walls were 30 feet high and sheer 
marble. It looked beautiful, but the 
sound just bounced everywhere. All I 
ended up mic'ing were the vocals. I 
turned everything else off, but it was 
still a nightmare. I couldn't sleep all 
night. If there are high ceilings, it's 
nice to have baffling there to help 
prevent the sound from bouncing in 
all directions. 

You should also concern yourself 
with whether a room is wider than it 
is deep. The Peppermint Lounge in 
Manhattan, for example, is at least 
four times wider than deep. The 
mixing position is opposite the stage 
across the narrow depth and you can 
never get far enough back from the 
PA system to objectively hear what 
you're mixing. 

MR &M: Can't you walk around the 
room and listen to the system? 

DK: Absolutely. It's imperative in 
order to hear what's going on and to 
discover the dead spots. 

MR &M: What can you do when 
crises occur during the show? What if 
a guitar amp breaks? 

DK: Go direct. I try to have extra 
direct boxes handy. They're a great 
thing to have on hand. They don't 
take up much room. Always keep 

your eyes on them though, and after 
the sound check, take them off the 
stands and lock them up until show - 
time. I also suggest bringing your 
own headphones. 

MR &M: What if feedback be- 
comes totally unbearable? 

DK: If there is a house EQ, go to it 
immediately. If you're a good enough 
engineer, you'll be able to recognize 
the frequency that seems to be 
feeding back. Pull that frequency out 
and gradually bring it back up until 
just before the feedback starts. If it's 
a small EQ with only ten bands, 
however, there's a pretty wide width 
between frequencies, and you may 
not catch it. 

Next, you want to isolate the 
problem. If you have the luxury of a 
board with solo buttons and a decent 
pair of headphones, check the mics 
one by one. If you can't do that, start 
making educated guesses. Look at 
the stage. Is there an awkwardly 
placed microphone somewhere. You'll 
eventually find the source, and be 
able to correct your problem. 

MR &M: What if a mic goes? 
DK: If it's a band with one lead 

vocalist, always have a back -up mic 
ready. If there are backup singers, I 
don't have to worry as much, since the 
lead singer can grab someone else's 
mic if his goes. 

MR &M: What are common prob- 
lems encountered with monitors? 

DK: A lot of small clubs don't have 
separate monitor boards. The moni- 
tors usually come from one or two 
sends off the house board. Be prepared 
for awful fidelity when you mix 
monitors this way. My advice is, if 
you are mixing a vocal band, to just 
make sure the vocals are in the 
monitors. Chances are that the 
monitors will not sustain a lot of low 
frequencies anyway, and you may 
end up blowing drivers. Either you'll 
be responsible for it or it will affect 
whether the band plays in that club 
again. 

If you are deprived of monitors, 
and you have someone on stage who 
plays both electric and acoustic 
guitars, with the acoustic going 
direct into the board, you can route 
the acoustic signal into the electric 
guitar's amp and provide the gui- 
tarist with amplification on stage. 

MR &M: I guess it's important to 
remain calm in the face of any 
difficulty. 

DK: Of course. Just keep looking 
for ways to turn your problems into 
positive situations. The solutions are 
always there to discover. 4 
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At TASCAM, we're obsessed with your music. We're 
driven to providing the technology that will give 

you back everything you put into your sound. With 
advanced recorder /reproducers that focus on your 
specific needs, delivering the ultimate in signal quality, 
dependability and multi -track versatility. 

We built our 8 -track 38 for the professional who 
demands uncompromising quality at a very economical 
price. You get full 8 -track flexibility, plus the exacting 
precision of TASCAM -built heads, with sync response 
equal to repro response. 

If your next step in audio is video, our SMPTE- 
compatible 8 -track 48 can move your music right into 
the picture. Balanced /unbalanced, the hard- working 48 
features full microprocessor 3 -motor servo control for 
fast recording and editing. 

For rugged sophistication, our SMPTE -compatible 
58 is built for rapid, high -torque tape shuttling. The 58 
is the industry's first 1/2" 8 -track with the engineering 
depth of a 1" machine. Its unique Omega Drive provides 
the ultimate in tape to head contact, assures superb tape 
path stability and eliminates tape stretch and bounce. 

Each TASCAM 8 -track is part of its own series, 
allowing you to easily build a complete system with 
outstanding half -tracks and four -tracks engineered to 
the same stringent TASCAM standards. For even 
broader needs, our 85 -16B moves you into full 
16 track production. 

We've carried our technology to extremes, so that 
wherever you want to go with your music, we've got a 
system to take you there. See your TASCAM dealer 
today, or write TASCAM, TEAC Professional Division, 
7733 Telegraph Road, Montebello, CA 90640, 
(213) 726 -0303. 
Copyright 1984 -TEAC Corporation of America 

Nobody makes a broader !ine of professional 
recorder/reproducers than TASCAM. 

At Tascam, 
Your Music 
Drives Us to 
Extremes. 

1 -- 
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bruce bartlett 

SAVE BY BUILDING 
OUR RACK MOUNT 

STUDIO 
EQUIPMENT 

QUADRAFUZZ - four separate fre- 
quency bands of distortion are mixed 
for the smoothest fuzz you've ever 
heard. no. 6720 $ 39.88 

HYPERFLANGE/CHORUS - the 
cleanest, widest range, most versatile 
flanger anywhere at any price. 
no. 6750 $149.95 

VOCE ER - unmatched perfor- 
mance in a versatile, low cost rack 
package. no.6710 $99.95 

HOT SPRINGS - user's agree, short 
of studio plate systems, you won't 
find a better reverb at any price. 
no. 6740 $59.95 

ADD $3 SHIPPING 
FOR EACH KIT ORDERED 

Innovative, cost effective designs by 
Craig Anderton in easy to assemble 
kits from: 

Electronics, Inc 
Direct mail orders and inquiries to: Dept.11D 
1020 W. Wilshire . Oklahoma City, OK 73116 (405)843.9626 

Ask for your free catalog. 
CHARGE TO VISA OR MC TOLL -FREE 

1- 800 - 654 -:. 7 9AM to5PM T MiN-FRI 

12 Circle 22 on Reader Service Card 

ou're mic'ing a drum set. 
Where should the micro- 
phones be placed to achieve a 

certain tonal balance? Where should 
they be placed for best isolation? 

I performed an experiment to 
answer these questions. The results, 
described in this article, may help 
you achieve your desired drum sound 
more efficiently. 

iÓ 
0 i, 

Avg. level 0dB 
1 1 1 1 1 1 1 11 

11 
20 40 80 160 315 630 1250 2500 514 10K 20K 
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Figure 1 -A. Tom tom reference 
spectrum. Mic'ed 2 -in. over the rim. 

First a little background. The tonal 
balance or tone quality of a musical 
instrument is its bass- midrange- 
treble balance. When you describe 
the tonal balance of a drum, for ex- 
ample, you might describe it as being 
bassy, bright, full, dull, thin, etc. 

Tonal balance is the perception of 
the spectrum of a sound source. The 
spectrum of a musical instrument is 
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Figure 1 -B. Tom tom mic'ed 2 -in. over 
the head, 2 -in. in from the rim. 
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Digital Energy Conversion 
Amplification'" . .. A new 
standard of power. Brcught 
to you by Peavey via the i = 
DECA'" -700 and DECA-- 
1200 power amps. The / . , , 
world's first (and only) 
percent efficient truly and truly ty 
digital power amplifiers. 
Because linear amplification allows at best between 40 and 60 

percent efficiency, we Knew that in order to manufactu-e a 90 

percent efficient power amp, we would have to depart Irom 
conventional technology. DECA'" is not a conventional Class AB 
amplifier passed off under some "fancy "name. Its technology 
isn't analog. It's a totaly new approach on which we have 
applied for six patents. 
The DECA -700 and DECA -1200 power amps deliver time after time with virtually no heat, very little mass (24 and 26 pound units) and 90 

percent efficiency. The DECA -700 specs out at a rated minimum power output of 350 watts RMS per channel into 4 ohms and 700 watts 
RMS into 8 ohms (in bridge mode). Our DECA -1200 is rated at minimum power of 600 watts RMS into 4 ohms and 1200 watts RMS into 8 

ohms (in bridge mode). Other features include DDT" compression circuitry to prevent amplifier overload, absolutely no measurable TIM or s ew 

rate induction distortion, multiple overload output and load protection features. They are both availaole in a -f" rack mount (two space) 
configuration. 
DECA Technology. Yesterday our competitors said it couldn't be done. Today they're wanting to know low we did it. 

Discover for yourself DECA'" power amps by visiting your nearest authorized Peavey dealer. Or send $1.00 to Peavey Electronics, 
71' A Street, Meridian, MS 39301 and we'll send you our Professional Audio Systems catalog with specs and features of the DECA 

Power amps. 
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Figure 1 -C. Tom tom mic'ed from the 
center of the drum set. near the snare. 

its output vs. frequency, the relative 
levels of the fundamental frequency 
and overtones. 

One way to measure the spectrum 
of a musical instrument is to pick up 
the instrument's sound with a micro- 
phone, and measure the microphone 
signal with a real -time spectrum 
analyzer having 1/3- octave fre- 
quency bands. This measurement 
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Figure 1 -D. Tom tom mic'ed inside 
shell, 1 -in. from head. 

corresponds fairly well to the per- 
ceived tonal balance of the instru- 
ment. In other words, the 1 /3- octave 
spectrum is a "frequency response" 
measurement that indicates the 
tonal balance of the musical instru- 
ment being measured. 

The spectrum and tonal balance 
picked up by the microphone de- 
pends on where the microphone is 
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Figure 1 -E. Tom tom mic'ed inside 
shell, 1 -in. from open end. 

placed. That's because a musical 
instrument radiates different spectra 
in different directions, and from 
different parts of the instrument. For 
example, a mic placed outside the 
rim of a tom tom picks up a "thin" 
sound (with weak low frequencies); 
a mic placed over the head of the tom 
tom picks up a "full" sound (with 
strong low frequencies). 

gt J that time ayain.. . 
...time to renew your subscription to Modern 
Recording & Music! Don't wait until it expires 
DO IT TODAY! Then you can sit back and relax...! 

Send MODERN RECORDING & MUSIC for. 

$18.00 for 12 issues $31.00 for 24 issues $45.00 for 36 issues 

Payment enclosed $ 

Outside U.S. add $3.00 for each year. U.S. FUNDS ONLY. 
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In the past, low price has cften been equated with low qua ity. No longer 

DOD's R830B and R -831 B EQ's feature computer aided design, low 
noise, high slew rate, low distortion, and extremely accurate controls. 
Add to this DOD's low prices, and the result is two of the most popula 

EQ's on the market today. 
Modular PC board construction 
Center detented, linear potentiometers 
All metal chasis 
Four -level LED output indicators 
Low cut filter 

Bypass switch 
12 dB boost or cut 
Signal to noise greater than 95 dB 
IM distortion less than 0.01 % 
One year warranty 

If you haven't yet discovered the true equality, you owe yourself a 
visit to your nearest DOD dealer for a demonstration. 

9 South Riley Lane y, Utah 84107 Telephone (801) 268 -840 
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Figure 2 -A. Snare drum reference 
spectrum. Mic'ed 1 -in. over the rim. 

Test Procedure 
For each element of the drum set, 

I wanted to quantify the tonal differ- 
ences of various microphone place- 
ments. To do this, I used a miniature 
omni condenser mic plugged into a 
real -time analyzer. I recorded the 
spectrum of a drum or cymbal in a 
"reference" position, then compared 
that spectrum to the spectra picked 
up in several other microphone 
positions. 
For example, the spectrum of a 

tom tom was measured with the 
microphone two inches over the rim 

MUSIC 

ELECTRONICS 
SPOKEN HERE 

POLYPHONY Magazine 
featured in the last 6 issues: 

COMPLETE SCHEMATICS FOR: 
Computer -Controlled Drum Synthesizer, Bass 
Pedals, Gated Sample & Hold, Bi -Amp 
Compressor, "Barberpole" Function Generator 
Dynamic Touch Controller, Electronic 
Footswitch, Voltage- Controlled Exponential 
LFO, AMS -100 Gate Output, One -Chip ADSR 
Envelope Generator. 

TUTORIALS ON: 
Simulated Stereo, MIDI Fundamentals 
(Hardware /Applications), Synthesizing Choirs. 
Recording on a Budget, Understanding the 
Commodore -64 Sound Chip, Transversal 
Filters, Orchestral Voicings, Film Scoring Math 
Exploring Just Intonation. 

INTERVIEWS WITH: 
Donald Buchla, Larry Fast, John Foxx, 
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PLUS: 
Over 185 Record /Cassette Reviews, Current 
Events, On Location, Equipment Modifications 
Book Reviews, and much more. 

Edited by Craig Anderton 
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Figure 2 -B. Snare drum mic'ed 1 -in. 
under the rim of the snare head. 

as an arbitrary reference position. 
Then the position was moved to a new 
position and a new spectrum record- 
ing was made. The spectrum picked 
up at each new position was com- 
pared to that of the reference. In 
other words, the analyzer subtracted 
the new spectrum from the reference - 
position spectrum. The difference 
between the two spectra showed how 
the spectrum changes with micro- 
phone position. 

I also noted the average signal level 
produced by the drum at each micro- 
phone position. This level measure- 
ment shows how much isolation each 
microphone placement provides. The 
higher the drum's output level, the 
greater the isolation (i.e., the louder 
the pickup, the less the leakage). 

In addition, a tape recording was 
made of each element of the drum set 
as mic'ed with various techniques. 
The recording was played back for 
listening -test comparisons. 

Results: Tom Tom 
All the plots in this article are spec- 

trum- difference measurements. 
They show how each microphone 
placement differed from the refer- 
ence placement. Let's explain each 
one, starting with the tom tom. 

In Figure 1 -A, the microphone was 
placed in the reference position, two 
inches over the rim of the high rack 
tom tom (Pearl 12" diameter, 8" 
shell). The bottom head was removed 
and the drum was undamped. The 
spectrum- difference plot is flat be- 
cause the spectrum was subtracted 
from itself. The average level at the 
reference position was called "0 dB." 

In Figure 1 -B, the microphone was 
moved two inches inward toward the 
center of the head. The average level 
increased 3 dB and the bass increased 
slightly. This is a popular microphone 
position, and now we see why: The 
sound is full and the isolation is good. 
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Figure 2 -C. Snare drum mic'ed from 
the center of the drum set (3 -in. above 
and 4 -in. to the side). 

In Figure 1 -C, the microphone was 
mounted in the center of the drum 
set, about three inches above and 
three inches to the right of the snare 
drum. This position was investigated 
because it provides a one -mic pickup 
of the entire set. 

The spectrum -difference plot shows 
that the tom tom was picked up with a 
little less bass in this position, and 
listening tests gave the same result. 
There was also more audible stick 
attack, an effect not shown in the 
spectrum- difference plot. The aver- 
age level was down 10 dB compared to 
the reference. Thus, mic'ing the tom 
tom from the center of the set would 
pick up 10 dB more leakage than 
mic'ing it two inches above the rim. 

In Figure 1 -D, the microphone was 
inside the tom tom, mounted PZM- 
style on the shell, one inch from the 
head. That is, the microphone was 
taped to the inner shell so that the 
microphone diaphragm faced the 
shell and was spaced about 0.030 inch 
from the shell. 

The spectrum and tone quality 
were similar to the reference. Listen- 
ing tests indicated slightly more 
ringing or a longer decay time. I 
heard less stick attack with the mic 
inside than with the mic outside, 
although the spectrum- difference 
plot didn't show the difference in 
attack. 

The average level was 18 dB higher 
than the reference. This means that 
isolation would be excellent. This is a 
good place to put the microphone to 
reduce cymbal leakage because the 
tom tom is so loud inside. 

In Figure 1 -E, the isolation was 
inside the tom tom, mounted PZM- 
style on the shell, one inch froth the 
open end. The spectrum and tone 
quality were similar to the reference, 
but the average level was 13 dB 
higher. This is another good mic posi 
tion to reduce leakage. Placing the 
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Factory Direct prices on Carvin Products as shown 

The Professional's Choice 
Join professionals like Alabama, Jefferson Starship, Roy 

Clark, Heart, Missing Persons, Pat Benatar, and Rush who de- 
pend on Carvin to get the sound and reliability they reed! 

With CARVIN you're buying the finest quality at the lowest 
prices! This is all made possible because of our facto -v direct 
marketing. Try it on the job for 10 days and if not convinced 
that it's better than gear selling for twice the price, we'll refund 
your money. Buy Direct and expect "Fast Action" marl order 
service. Use your Mastercard or Visa for convenience. Send for 
your FREE CARVIN 84 pg catalog today or include $2 for First 
Class mail, $5 Foreign. 

F 
G 
H 

J 
K 
L 
M 
N 
O 

R540 -E Concert 90° Radial Horn w Pro Electro -Voice Driver - $279 
1330 -E Horn -loaded Bass Bottom w EVM -=5L Electro -Voice Spk - $249 
980 -E Pro Radial Horn /Bass Sys:em w all Electro -Voice Spks - $439 
750 -M Pro 12" Stage Monitor w high powered MagnaLab spks - $1:9 
MX1644 Modular Recording board w 16th x 4 sub groupings, 1 &R assign, 
4 buss sends, 4 band EQ, four 9 band Graphics, Reverb - $1995 
SX1202 Stereo 12 ch w Graphics - $999 (w 300W RMS $1199) 
DCA800 800W (bridged) Stereo Amp - $549. DCA300 300W - $419 
EQ2029 29 Band 1/3 Octave Equalizer w Hi & Lo Pass Filters - $299 
XC1000 Stereo Electronic Crossover for Bi & Tri Amping - $239 
DC200 Solid body guitar - $499. With Kahler tremolo - $649 
XV112E Tube X -Amp with EVM -12L - $659. X -60 w Celestion - $419 
B215M MagnaLab 15" Bass Reflex - $259. B215E w EVM -15L's - S379 
PB150 Bass Head w Compressor Parametric, & Crossover - $399 
V412M Guitar speaker system wi-h 4 G12M -70 Celestion spks - $399 
X100B British 100W X -Amp head - $529. X6OB X -Amp head - $479 

Write: CARVIN, Dept MR-59, 1155 Industrial Ave , 

Escondido, CA 92025 

. _ r--_- 
;1I_ - 

Product Information 
TOLL FREE 

800 -854 -2235 

Calif. 
800 -542 -6070 
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Figure 3 -A. Cymbal reference spec- 
trum. Mic'ed 2 -ft. overhead. 

mic near the open end, rather than 
near the head, provided slightly more 
stick attack (as heard, not measured). 

Snare Drum 
Now let's turn to the snare drum. 

In Figure 2 -A, the reference position, 
the snare drum was mic'ed one inch 
over the rim. Its average output level 
was called "0 dB." 

In Figure 2 -B, the microphone was 
one inch under the snare head, even 
with the rim. The low end was re- 
duced and the high end was boosted. 
Listening tests indicated a thin, 
snappy tone quality. This mic posi- 
tion sounded unpleasant or unnatural 
compared to the reference. Still, 
many engineers like to mic the snare 
top and bottom to control the bril- 
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Figure 3 -D. Crash cymbal mic'ed 
directly under center. 

liance or snare "crack." The bottom 
mic should be wired or switched out - 
of -phase with the top mic. 

In Figure 2 -C, the microphone was 
mounted in the center of the drum set 
as described before. The spectrum 
and tone quality were similar to the 
reference, but since the level was 
6 dB lower than the reference, the 
leakage would be 6 dB higher. 

Cymbals 
In Figure 3 -A, the cymbal refer- 

ence position, the microphone was 
placed two feet over a 24" diameter 
ride cymbal as shown. This is a typical 
microphone position used on -stage 
and in the studio. 

In Figure 3 -C, the microphone was 
moved to six inches below the cymbal, 

18 

ILI 

+3 0 d 
3 

6 

g 

Avg. level +17 d8 

20 40 BO 150 315 630 1250 2500 5K 10K 20K 
4-1F 

Frequency (Hz/ 

Figure 3 -B. Ride cymbal mic'ed 
directly under center. 

on the cymbal stand. The results 
were similar to mic'ing directly 
under the center, but less pronounced. 
There was some low -frequency em- 
phasis that could be compensated by 
a low- frequency rolloff on the record- 
ing console. 

In Figure 3 -D, a 16" diameter 
crash cymbal was mic'ed directly 
under the center. Again there was a 
low -end boost and a mid -range peak. 
Figure 3 -E shows the results of plac- 
ing the mic six inches lower on the 
cymbal stand -a bassy, dull tonal 
balance. 

Hi -Hat 
In Figure 4 -A, the hi -hat reference 

position, the microphone was placed 
to pick up both the snare drum and 
the hi -hat. The mic was three inches 
under and five inches to the side of 
the hi -hat. The hi -hat cymbals were 
closed and were played with a drum 
stick. 

In Figure 4 -B, the microphone was 
eight inches over the hi -hat, halfway 
in toward the center as shown. The 
spectrum had reduced high fre- 
quencies, and the tone quality was 
duller than that of the reference 
position. Apparently the hi -hat 
radiated high frequencies best toward 
its edges. 

In Figure 4 -C, the microphone was 
eight inches over the hi -hat cymbals, 
over the cymbal edge. The results 
were similar to those in Figure 4 -C. 

In Figure 4 -D, the microphone was 
two inches above the hi -hat cymbal 
and two inches outside the edge. The 
spectrum had more high- frequency 
energy than the previous two tech- 
niques. Listening tests indicated a 
bright sound fairly similar to the 
reference, plus a quiet low- frequency 
tone that could be EQ'd out if neces- 
sary. This is a popular mic'ing tech- 
nique for hi -hat when the hi -hat is 
mic'ed separately. 

In Figure 4 -E, the microphone was 
mounted PZM -style directly under 
the center of the hi -hat cymbals. As 
with the ride and crash cymbals, 
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Figure 3 -C. Ride cymbal mic'ed 6 -in. 
under center. 

there was a mid -range boost that 
caused an unpleasant coloration. 

Kick Drum 
Figure 5 -A shows the reference 

microphone position which is even 
with the front end and centered. The 
front end was removed and the kick 
drum was damped with a blanket. To 
keep the amount of damping con- 
stant, a mic -stand base was placed 
on the blanket. A wooden beater was 
used. 

In Figure 5 -B, the microphone was 
two inches from the beater head, in 
the center of the head -a currently 
popular position. Leakage was 6 dB 
less in this position, compared to 
mic'ing at the open end. The spectrum - 
difference plot indicated more low 
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Figure 3 -E. Crash cymbal mic'ed 6 -in. 
under center. 
end than the reference position. Note: 
This bass boost was not due to micro- 
phone proximity effect, since an omni 
mic was used. Instead, it was due to 
the sound radiation characteristics 
of the kick drum. 

Listening tests also indicated a 
lot of beater attack in this position, 
a "click" sound that added definition 
to the beat. This attack did not show 
up on the spectrum- difference plot 
because the signal -to -noise ratio of 
the measurement was low in this 
portion of the spectrum. 

In Figure 5 -C, the microphone was 
two inches from the beater head, 
halfway toward the drum shell. Al- 
though the spectrum- difference plot 
didn't show it, there was audibly less 
beater attack in this position -a 
duller thud. 
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In Figure 5 -D, the microphone was 
taped to the inner shell, PZM- style, 
one inch from the beater head. Result 
was similar to those in Figure 5 -C. 

Finally, in Figure 5 -E, the micro- 
phone was taped to the inner shell, 
PZM -style, two inches from the open 
end. The spectrum, level, and tone 
quality were similar to the reference. 
Such a position could be used as a 
substitute for the reference position, 
without the need for a mic stand. 

Leakage Comparisons 
In this experiment, I mic'ed the 

drum set with a single microphone 
in various positions, and compared 
the relative level of the high tom tom 
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Figure 4 -A. Hi -hat reference spec- 
trum. Mic'ed near snare drum, 3 -in. 
under and 5 -in. to the side of the 
hi -hat. 
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Figure 4 -C. Hi -hat mic'ed 8 -in. over 
the top, over the edge. 

as picked up in those positions Here 
are the results: 
Microphone overhead, two feet over 
the cymbals 0 dB 
Microphone in the center of the set 
near the snare +8 dB 
Microphone two inches over the tom - 
tom rim +18 dB 
Microphone inside the tom tom, on 
the shell one inch from the head 

+36 dB 
As these measurements indicate, 

mic'ing a drum set from overhead 
with a single microphone would 
provide poor isolation from other 
instruments. That is, if a single over- 
head mic is used, there will be a lot of 
leakage in the drum track. Mic'ing 
the set from the centerof the set, near 
20 

the snare drum, rejects leakage and 
ambience by 8 dB compared to over- 
head mic'ing. The result is a tighter 
sound. This near -the -snare pickup 
with one microphone might be a 
simple, inexpensive way to mic the 
set for demo recording or sound 
reinforcement. 

Mic'ing the tom tom just over the 
rim would reduce leakage by another 
10 dB, and mic'ing it inside would 
reduce leakage by still another 18 dB. 

For a simple stereo pickup, the set 
could be mic'ed with two or three 
miniature omni condenser mies. 
Place one near the snare and left rack 
tom; place the other near the right 
rack tom and floor tom. Put another 
in the kick drum. 
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Figure 4 -B. Hi -hat mic'ed 8 -in. over 
the top, halfway in. 
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Figure 4 -D. Hi -hat mic'ed 2 -in. over 
the edge, 2 -in. from the edge. 

Summary 

HIGH TOM TOM 
Reference position: two inches over 

the rim. 
Two inches over the head, two 

inches in from the rim: Slightly 
fuller; 3 dB more isolation than 
the reference. 

Center of the set, three inches above 
and three inches to the side of the 
snare drum: Slightly less brass; 
more attack; 10 dB less isolation. 

Inside, one inch from the head: Less 
attack; 18 dB more isolation than 
the reference. 

Inside, one inch from the open end: 
Similar to reference; 13 dB more 
isolation. 

SNARE DRUM 
Reference position: one inch over 

the rim. 
One inch under the snare head, 
even with the rim: Thin, snappy. 

Center of the set, three inches above 
and three inches to the side of the 
snare drum: Slightly less bass; 
6 dB less isolation than the 
reference. 

CYMBAL 
Reference position: two feet over 

cymbal. 
Directly under center: Thumpy; 

mid -range peak; 16 -17 dB more 
isolation than the reference. 

Six inches under center: Bassy; 
small mid -range peak; 7 -10 dB 
more isolation than the reference. 

HI -HAT 
Reference position: Near snare 

drum, three inches below and 
five inches to the side of the 
hi -hat cymbals. 

Eight inches over the hi -hat cymbals, 
halfway toward the center: Some- 
what duller; 1 dB less isolation 
than the reference. 

Eight inches over the cymbals, over 
the edge: Somewhat duller, 1 dB 
less isolation than the reference. 
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Figure 4 -E. Hi -hat mic'ed directly 
under the center. 

Two inches over the cymbal edge, 
two inches outside the edge: 
Fairly similar to reference; 1 dB 
more isolation. 

Directly under the center of the 
cymbals: Mid -range peak; 5 dB 
more isolation than the reference. 

KICK DRUM 
Reference position: Even with the 

open end in the center. 
Two inches from the center of the 

beater head: Fuller; clear beater 
attack; 6 dB more isolation than 
the reference. 

Two inches from the beater head, 
halfway toward circumference: 
Fuller; dull beater attack; 6 dB 
more isolation than the reference. 

One inch from the beater head. on 
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Mark III -8 1/2" 8 Channel Recorder 

KEVIN CRONIN ON MAKING IT: ON AN OTARI. 

Recording Artist - Writer Kevin Cronin 
has been laying his ideas down on an 

Otani since 1978. Many of the REO Speed - 

wagon cuts are produced the way Kevin 

likes to work. 
"There's nothing harder than bringing 

an idea up to the band. By recording my 
musical ideas. working -out some of the 

things I hear in my head, the apprehen- 
sion of presenting a new song is gone. 

4nyone who works with other musicians 
knows about this Kind of 'musical frustra- 
tion factor.' 

"It's important to get your ideas 

down when they're happening and not 
lose your focus on the creative energy. 
And this happens best when the equip- 
ment doesn't get in your way. 

"With the OTARI 8- track, everything 
is right at your fingertips. The autolocator 
is amazing! and, with the remote it 
speeds up the whole recording process. 
I can be a musician and my time spent 
being an engineer is kept to a minimum. 
Otani reduces the distraction. 

"Keep writing. Keep recording. Keep 

making demos. Even when you're me 
down, keep trying. Someone will hear you 

and respond." 
Kevin has put his trust in OTARI 

technology. You can too. 

Otani Corporation 
2 Davis Drive 
Belmont, California 94002 
(415) 592 -8311 Telex: 910 -376 -4890 
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Figure 5 -A. Kick drum reference 
spectrum. Front head removed; drum 
dampened with a blanket. Micro- 
phone even with open end and in 
center.. 
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Figure 5 -D. Kick drum mic'ed 1 -in. 
from beater head on shell. 

the shell: Fuller; not much attack; 
6 dB more isolation than the 
reference. 

Two inches from the open end, on 
the shell: Similar to reference. 
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Figure 5 -B. Kick drum mic'ed 2 -in. 
from center of beater head. 
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Figure 5 -E. Kick drum mic'ed 2 -in. 
from open end on shell. 

If you want to pick up the cymbals 
from underneath with the tom tom 
mics, place the mics just over the 
rims of the tom toms, or mic the set 
from the center near the snare. If you 
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Figure 5 -C. Kick drum mic'ed 2 -in. 
from beater head, halfway toward 
circumference. 

want to mie the cymbals separately, 
place the mics inside the toms (for 
isolation), and mie the cymbals over- 
head. 

You may want to make your own 
recorded comparisons of microphone 
positions. Use the same microphone 
for all the tests, and keep the record- 
ing level constant. Your results may 
differ slightly from those described 
here, because musical instruments 
and microphones differ. This experi- 
ment used a miniature omnidirec- 
tional condenser microphone; a con- 
ventional cardioid mie would provide 
different results. 

In any case, the results DO NOT 
indicate what microphone position, t sounds best. That's up to you! 

COMPUTERIZE YOUR STUDIO 
WITH SMPTE TIME CODE FOR UNDER $1,000! 

Whether four track cassette or forty track reel to reel, the 
MPL SystemTM can computerize your studio for greater 
ase, productivity, and SMPLicity. 

AUDIO sUCK 

SMPL interfaces with your recorder's remote control jack 
and provides: 
' Automatic punch in, punch out and search to cue accurate 
to 1 /30th of a second. Never miss a punch again! 

Autolocation. Finds solo, cue, verses - up to 8 program - 
mab e points to a song. 

SMPTE Time code generator /reader. By recording SMPTE 
code on one tape track, small studio operators may then 
slave their machines to a prolevel multi track at any studio 
with SMPTE machine -to- machine sync. or sync audio tracks 
to video. 
' Remote transport control. 

Musical instrument synchronizer with programmable 
tempo, sync most drum machines /sequencers to the SMPTE 
track; even save tape tracks by syncing instruments to 
SMPTE during mix down and recording them directly into the 
two track master! 

SMPL displays system data on any 8 & W or color TV or 
monitor (not included) so you always know exactly what's 
happening with the system. 

Almost any recorder can be SMPLified - no tach out or 
speed control required. 

SMPL is unprecedented. Nothing else provides all these 
features at this remarkably low price. More information? 
Send for our brochure. Can't wait? call (405) 842 -0680 for the 
name of the dealer nearest you. 

5orepressnlafion Mal SMFlna product o!COmmodo.eBuvneas Macn.nes Inc or an 25l.led or reWed company is 

any 90 ,CE o.gm or Comm000.e com.ulera Dive, man 
..ommoGO e,8uthere est Macmnes Inc to ds anclated or related`colmoames 
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P.O. Box 14467 1020 West Wilshire Boulevard Oklahoma City, Oklahoma 73113 (405) 842 -0680 
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croiun 
1718 W. Mishawaka Rd. 
Elkhart, IN 46517 
( 219) 294 -8000 

.,,ï- A select few amplifiers 
on the market today will 

as offer 1000 watts in 3.5 
inches of rack space. 

But do not be enticed by 
power ratings alone, for 

power is not the only mea- 
sure of a successful product. 
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The Micro -Tech` ' series has been 
in development for over 2 years. 
We would not consider its intro- 
duction until we were certain 
the final product would match 
the demanding criteria of the 
professional tour. With rigorou 
testing and evaluation, both on 
the bench and in the field, the 
Micro -Tech has proven its pe 
formance value. 

1000 watts of dependable power 
result from an exhaustive search 

C `\ for exce lence and efficiency. 
CROWN's patented grounded - 
bridge circuitry reversible forced - 
air cooling and patented ODER 
(Output Device Emulator Protec- 
tion) design come wrapped in a 

3.5 inch chassis with 33 years of 
proven dependability behind it. 

The precision of Micro- Technolo- 
gy: It was a matter of perfecting 
the concept before introducing 
the product. 
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scene from Phil Collins' childhood: Onstage as the Artful Dodger in a presti- 
gious West End production of Oliver, Collins' voice begins recalcitrantly 
cracking its way into adolscence. Promptly forced out of his role by the course 

of nature, the budding man turned his attention to another muse. Since age five, 
Phil has been knocking about on the drums; his flirtation became a serious romance. 

Collins did hit the big screen as an extra in A Hard Day's Night (and would quip 
that he was one of few people who were paid to see the Beatles), but his attachment 
to drumming proved a consummate bond. To his parents' initial dismay, Collins 
formed his first group, the much -acclaimed, but short lived Flaming Youth. 

Scanning the back pages of Melody Maker when barely nineteen, he spotted 
an ad: "Band requires drummer sensitive to acoustic music." He arranged an 
audition and the band, impressed by his evident skills, hired him on the spot. It was a 
fledgling outfit known as Genesis, and Collins made his recording debut with 
the band on its third album, Nursery Cryme. 
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For four years Collins helped illus- 
trate frontman Peter Gabriel's de- 
tailed story images. Genesis drifted 
into the swelling realm of intricacy 
characterized by complex orchestra- 
tion, disparate rhythmic construc- 
tion and involute harmonies. Ironi- 
cally termed "progressive," the dense 
lumbering genre, with its flourishes 
of church organ and processional 
passages, was actually retrospective, 
sounding like hopped -up medieval 
music. Gabriel's expression was 
deftly engineered, but increasingly 
self -indulgent. 

As with the Artful Dodger, a 
change of voice was about to propel 
Collins in a new direction, but this 
time the voice wasn't his. Gabriel left 
Genesis in 1975 to pursue a solo 
career, and the group deftly slipped 

Collins into the lead vocalist's slot 
without missing a beat. 

Bringing his solid pop and R & B 
influences to the fore, Collins treated 
the new Genesis with a vital infusion 
of concise, breathy funk, blowing the 
denatured filagree from the re- 
vamped group. His cohorts, Mike 
Rutherford and Tony Banks, shared 
his instinct for minimization; the 
band's greatest commercial success 
followed. 

Although his involvement with 
Genesis naturally increased at this 
time, Collins' energy overflowed into 
another project, an outstanding 
fusion combo. Brand X was the first 
jazz -rock instrumental band in the 
U.K. and, starting with 1975's Un- 
orthodox Behavior, Collins' associa- 
tion with the group yielded seven 

albums. As if two bands were not 
enough, Collins joined an impressive 
array of artists as a sideman, includ- 
ing Brian Eno, Robert Fripp, Peter 
Gabriel, Robert Plant, John Cale, 
Rod Argent and Tin Lizzy. He has 
also been drafted into production 
chores for avant- folkistJohn Martyn, 
Abba's Frida, Adam Ant, Philip 
Bailey and lately, Eric Clapton. 

With Genesis, Collins' musical 
vision came into focus on Trick Of The 
Tail (1976), Wind & Wuthering 
(1977), Seconds Out (1977), And Then 
There Were Three... (1978), and Duke 
(1980). 

In 1981, the funk -inflected Abacab, 
complete with horn section, marked 
the band's complete about -face in 
musical direction. The same year, 
Collins cut his first solo album. The 
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Genesis 1976 -77 (I. to r.) Steve Hackett, Tony Banks, Chester Thompson. 
Mike Rutherford and Phil Collins. This was the band that supported the first 
tour with Phil as frontman. 
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product of several introspective 
months spent sequestered in his 
home studio, Face Value catapulted 
Collins into even greater prominence. 
Nineteen eighty two's Hello, I Must 
Be Going was another potpourri of 
soulful pop, and sent Collins out on 
his first solo tour. The album included 
a startlingly authentic remake of the 
Supremes' "You Can't Hurry Love" 
which hit big as a single. At the peak 
of his aphoristic song's popularity, 
Collins married. When he returned 
from his honeymoon, he once again 
entered his home studio, emerging 
in five weeks with the backbone of his 
newest release, No Jacket Required. 

Extending an already overlong 
day of rehearsal and preparation for 
a second solo tour, Collins took time to 
chat with Modern Recording & Music 
about his vast and varied activities. 

Modern Recording & Music: You 
worked on the "Do They Know It's 
Christmas" record which benefited 
the dreadful situation in Africa. 
What was that star- studded session 
like? 

Phil Collins: It was a bit strange, 
really. I didn't think it was going to 
be anywhere near as big as it was. 
When we arrived at the place to do it, 
the road was closed off, police vans 
everywhere, girls waiting for Duran 
Duran. When we finally got in the 
door it was wall -to -wall people, 
camera crews, and every band under 
the sun. When Bob Geldorf originally 
rang me about it [Band -Aid], he said 
that he was doing it along with Sting, 
and George Michaels. He didn't 
mention anyone else. But from the 
time he asked me to that day, several 
weeks had gone by and everybody 
else got involved. Everybody and 
their dog was there. It was quite 
extraordinary, because I got a chance 
to meet everybody. We don't have 
MTV over here, and unless you 
watch "Top Of The Pops" or read 
every paper, you don't really know 
what everyone looks like. It was great 
fun. Everyone got behind everyone 
else. 

MR &M: Do you think artists are 
morally obligated to use their popu- 
larity to help solve social problems? 

PC: In this particular instance, it 
was a good way to draw attention to a 
problem and to raise money. With 
things like the miner's strike, either 
you're, for or against it, depending on 
what political party you support. I 
wouldn't get involved with stuff like 
that unless I really believed in 
something, but I haven't got any 
strong political views. But with this 
Band -Aid project, it isn't political, 
MODERN RECORDING & MUSIC 
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it's just good will. It's common sense. 
MR &M: The music of Genesis is 

getting more elemental, more direct. 
I" think you're responsible for the 
move towards simplicity. Can you tell 
me how less is more? 

PC: Before I get to that, I've got to 
be fair to the other guys and not take 
more credit than is due. People 
associate Genesis with being left over 
from the 70s. The kind of stuff we did 
then was "grand" music. Layer upon 
layer of keyboards and stuff, but 

that's what the hand was into at the 
time. I think the change hasn't just 
been me trying to get them to do 
something different. They wanted to 
change, too. Everybody's aware of 
what's going on around us and we 
listen to different music now than we 
did five or ten years ago. We've 
always been a band of writers, and 
writers are always influenced by the 
current that surrounds them. As 
much as I appreciate the glory, I 
shouldn't take it all. 

s, Mike Rutherford and Phil Collins. 40- 

The less is more thing is really just 
making each instrument sound 
as potent as possible. A drum kit, for 
example, that has the ambient 
sound I use, takes up a lot of room 
on tape. It means that you don't 
need that much other stuff to prove 
the point. 

The less is more thing is really just 
making each instrument sound as 
potent as possible. A drum kit, for 
example, that has the ambient sound 
I use takes up a lot of room on tape. It 
means that you don't need that much 
other stuff to prove the point. 

MR &M: As music gets more basic, 
the reach of technology is rapidly 
extending. Do you think those two 
directions are at odds? 

PC: It means that two guys can be a 
band. It's kind of healthy. All that 
stuff like the Synclavier and the 
Fairlight, which I don't use because I 
don't think I'd be able to operate 
them, they're all good tools provided 
that it's done with taste and originality. 

MR &M: Where do you stand in the 
analog vs. digital debate? 

PC: I'm in the middle, to be honest. 
Either way is pretty good if it's used 
properly. I'm happy to use what the 
engineer is happy to use. I have an 
axe to grind either way. Digital takes 
a little longer because you're always 
getting dropouts. We were compiling 
my album the other day and we had a 
couple of dropouts and had to do the 
whole side again. With analog, you 
don't get that kind of problem. But at 
the same time, if you want to edit 
something together, with digital you 
can try numerous edits and never 
have to cut the tape. You can choose 
the one you want and go for it. No 
razor blades ever come out. 

MR &M: Here's a question about 
an even more heated debate. What do 
you think about the role of video in 
music today? 

PC: I think there's an awful lot of 
rubbish. A lot of people who don't 
really know what to do with them- 
selves have become video directors. If 
video hadn't taken off, and selling red 
cars had, they would have become 
red car salesmen. There are too many 
videos that are over -expensive and 
under- thoughtful. 

I like simple ideas, and I've tried to 
keep them in everything I've done, 
but that's because I've been in control 
of them. I work with directors that I 
like and respect, but at the same time 
they know me and know that there 
are certain things I don't want to do. I 
don't want scantily clad women, 
which seems to be a prerequisite. 

People remember straightfor- 
ward things like "You Can't Hurry 
Love" and "I Missed Again," which I 
did with just me, no instruments. It 
sticks out like a sore thumb because 
everything else around it is so 
complicated. 

I also think that you end up liking 

28 APRIL 1985 

www.americanradiohistory.com

www.americanradiohistory.com


records because of the video. I'm as 
guilty of it as anyone else. A lot of 
records which aren't particularly 
good are successful. It isn't a bad 
thing, one doesn't have to block 
certain people out. Maybe to them the 
video and the music are all one thing. 
But basically a lot of people are 
having success with records that 
wouldn't have otherwise made it, 
because of catchy videos. 

MR &M: Does video put music in 
the back seat? 

PC: It doesn't necessarily. There 
must be two dozen video programs on 
television now, along with MTV. The 
directors of the shows are concerned 
with having things that are visually 
good, not necessarily musically 
so. Obviously, there are exceptions 
where both the song and the video are 
great. You've got the "Beat Its" and 
the "Thrillers" and other very inven- 
tive ones. Van Halen make great 
videos and so do the Police. 

MR &M: When you covered "You 
Can't Hurry Love," you were careful 
to preserve a sense of the original 
Motown arrangement. Was this out 
of respect to the Motown movement, 
or because you felt the arrangement 
couldn't be improved? 

PC: Both, really. I was a huge 

Motown fan in the 60's and that's the 
kind of stuff my school groups used to 
play. I always wanted to do a Beatles 
song, which I did on my first album 
[Tomorrow Never Knows], and I 
wanted to do a Motown song, which I 
did next. I had a short list to choose 
from. I would have done "Goin' To A 
Go -Go" if the Stones hadn't done it. 
Me and Hugh [Padgham, co- producer] 
basically referred to the original to 
see if we could recreate that kind of 
sound. We constantly listened to the 
original tape to get the right echoes, 
the right harmony sound and the 
right drum sound. 

MR &M: Originally, those Motown 
songs were recorded with the most 
primitive of equipment. 

PC: That's right. And that is why 
it's so hard to recreate, because there 
are no more primitive conditions. 
With Frida's thing [Abba'a Anni- 
Frid Lyngstad's solo album], we did a 
Phil Spector track and we listened to 
his stuff to see if we could get the 
right echoes and arrangement. We 
were in Sweden at Abba's studio, 
which is the lap of luxury with every 
possible effect and gadget known to 
mankind. They didn't have a cheap 
echo room, like Phil Spector had, and 
it just didn't sound the same. 

When I was with Robert Plant, we 
went to Sun studios in Memphis 
where Presley and Jerry Lee Lewis 
did some of their records. The 
engineer, Roland, took us around and 
showed us the original lathe that 
Presley cut his first disc on, and the 
two -track desk. One track for the 
instruments, one track for the vocals. 
It was quite extraordinary. It looked 
spartan, but, in fact, that's what it's 
all about. Like the 4 -track with the 
Beatles. 

MR &M: If you're ever in Detroit, 
you should check out the old Motown 
museum. The original studio has 
been preserved. 

PC: I'd love to. I've got a couple of 
old videos of sessions there, and books 
about it, I collect as much as I can 
about that stuff. 

MR &M: What other instruments 
do you play besides drums? 

PC: Really only keyboards, piano 
mainly. I've got synthesizers, Yamaha 
DX7's, Prophets, Oberheims, but I'm 
not really good with manuals. If it's 
not easy to get on a synth, I don't play 
it. I just go for sounds, really. 

MR &M: Do you approach piano as 
a percussion instrument? 

PC: Most of the time. When I play 
my parts to a real keyboard player, 
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he can't actually do what I do. If 
someone can't play an instrument, 
they tend to do different things with 
it, and whatever I lack technically is 
made up for by being a bit original. 

MR &M: Do you wish you were 
technically trained on piano, or does 
instinct suffice? 

PC: I would always like the extra 
bit that I haven't got, just to have 
more independence. 

MR &M: Did you receive formal 
training on drums? 

PC: No, I taught myself to play and 
when I was about fourteen I tried to 
learn to read. I thought that I was 
going to have to play in an orchestra 
pit or with a big band, and that would 
have entailed reading. I didn't know 
whether I'd be successful with pop 
music. I wanted to be a drummer and 
decided to cover all the bases. 

MR &M: It sounds to me as if you 
use your drums, at times, for what I'd 
call a humble solo instrument. They'll 
come way out front, make some point 
and then recede. 

PC: The most important thing is 
for the drums to be doing whatever is 
right for the song. Things like 
"Intruder" [from Peter Gabriel's 
1980 album], I wrote that part 
around a sound. It's not like I sit down 
and just play the drums to the song. 
I've got to understand what the song 
is about. In that particular instance, 
luck was involved. I was just mucking 
about in the studio and Hugh Padgham 
and Steve Lillywhite were mucking 
around with the sound. I started 
playing a particular part and it all 
came together at the same time. 
Peter Gabriel was in the control room 
and he said, "That's great! Play that 
for ten minutes and I'll write a song 
around it," which is what he did. 

MR &M: How do you use drum 
machines? 

PC: I use different ones for differ- 
ent purposes. I start off working with 
the tempo, because I think the speed 
is the most important thing. Certain 
tempos are more infectious, more 
exciting to listen to than others. I 
think "Rocky Mountain Way" by Joe 
Walsh, "Sail On, Sailor" by the Beach 
Boys, and "Hold The Line" by Toto all 
have very infectious tempos. 

Since tempo comes to mind first, I 
use some drum machines just to work 
on that. For other things like "In The 
Air," and "Through These Walls," I 
use different machines because 
they're more percussive and hypnotic. 

I've got three or four Roland drum 
machines. They're very good because 
each drum sounds different. If I were 
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to do a demo and I wanted a real 
drum sound, I'd use the Linn or 
DMX. 

MR &M: Do you use drum ma- 
chines to create the structures of 
songs? 

PC: All the time. That's how I 
write. When I did Face Value, I did 
all the demos at home on 8 -track and 
then took them to the studio and used 
them as masters. I had started off by 
playing the drums first on tape and 
sort of humming along so I'd know 
where I was. After I bought drum 
machines, things changed, of course. 
I could actually play the piano first. 

It's a very useful tool for me, and 
for Genesis, as well. When we started 
using them, our music started to 
space out a bit and get more loose and 
simple. Without drum machines, 
Tony would create a more rhythmic 
part on the keyboard to give the 
impression of rhythm when he was 
writing a song, and to keep the 
impression of rhythm when he was 
playing it to us. But with a drum 
machine, he was able to leave much 
more space. It changed our way of 
writing drastically. 

I use them all the time, to the extent 
that on this new album, there are four 
or five songs I don't play drums on 
at all. I found that when I went to 
replace it I couldn't be as disciplined 
as the drum machine was. I think the 
hypnotic quality of the drum ma- 
chine is part of the song. 

MR &M: How does your solo record- 
ing process differ from recording 
with Genesis? 

PC: Dictatorship is the big differ- 
ence. It's just me doing what I want to 
do, whereas with the group, it's 
obviously a democracy, a three -way 
thing. One bends a little bit to hear 
what the other person has to say. 
That's not to say that I don't do that 

when I've got other guys in the studio 
doing my stuff. I mean, I get them in 
because they can add things, not just 
do what I want them to. 

With this new album, I can back 
from my honeymoon and went up- 
stairs to my home studio, where I still 
do the demos. When I start writing a 
song, that's when the recording 
starts. I don't write ten to six. I tend to 
go up there and work until I've got 
the thing done. 

I stayed up there for four or five 
weeks, writing songs and putting 
them down on my 8- track. This time I 
did it with a SMPTE reading clock, 
which is basically a code machine. I 
recorded this code onto one track of 
the tape so that when I took it into the 
Townhouse, which is where I did the 
album proper, whatever I recorded 
at home could be synced up. 

When I go to the Townhouse, I've 
already got my backing tracks. All 
I've got to do is play drums over the 
drum tracks, maybe do a couple of 
extra keyboards if I've run out of 
tracks at home. Next, I do the vocals. 
Then I get the bass guitar player in, 
and I get the horn players in, or 
whatever. 

It's a little bit different from any 
other way of working. Genesis came 
close to it when we did our last album. 
We went in the studio without any 
music written, and started to write 
and record at the same time. Things 
like "Mama" were captured very 
early before they were over -arranged. 
Sometimes there's a danger of living 
with a song for too long, getting bored 
with it, over -arranging it and then 
blowing it. 

MR &M: With Genesis, are the 
vocals the last part to go down on 
tape? 

PC: With the last Genesis album 
we used a drum machine, which 

I was just mucking about in the 
studio and Hugh Padghom and 
Steve Ill it were mucking 
around it the sound. I started play- 
ing oarti ar Dart and it all carne 

he said, 
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meant that I could sing while we 
were writing. You see, if you don't 
have the sound of a voice, you tend to 
do things you wouldn't do otherwise. 
You might think that four times 
around the chord sequence is enough, 
whereas when you've got a voice 
singing it, you might want it to go 
around eight times. Having a voice 
there is handy, and so it may not be 
the last thing to go down. It usually is, 

though, since the lyrics are the last to 
be written, but the essential idea of 
what the voice is doing is there from 
the word go. On my own stuff I 

always save one or two tracks for 
guide vocals and I'll just improvise 
words. 

MR &M: Your drum sound is so 
distinct that it could be patented. I 

heard that the 1980 Peter Gabriel 
album is where you really got it 
down. 

PC: I think Peter's album was the 
first to have it. Up until that moment 
a lot of bands were quite content with 
the L.A. sound for drums. But to be 
quite fair about it, it was really a 
combination of the right time, place 
and people. Peter had given me the 
impression that he didn't want to use 
cymbals on that third album, so I was 
concentrating on using drums with- 
out cymbals. 

MR &M: How did that feel? 
PC: It was a bit strange at first. 

Peter is a man of principle. Knowing 
him for about ten years, I knew that 
at times he could be bloody- minded. I 
said that some of the things should 
have cymbals and he said, "No, I don't 
want any metal on the album at all." 
So, I had to find something to do with 
my left hand. We set up a tom -tom or 
tambourine, depending on the track, 
and we got by without cymbals. 

What it meant was that the sound 
of the drums could really be fooled 
around with, because when there are 
no cymbals you've got a lot of space. 
So the combination of me, Hugh, 
Steve, and Pete's music basically 
brought about this drum sound. We 
called it the "face- hugger sound," 
because it's a bit like the movie Alien 
when the thing first jumps out. From 
that album I went right into Duke 
with Genesis. 

We went for a more live recording 
with a couple of ambience mies, a lot 
of compression. But you know, I can 
almost produce that drum sound 
from my drums live because of the 
velocity with which I hit them. 

MR &M: The bass drum gets you in 
the gut. 

PC: A lot of people have searched 

Phil Collins and the Phenix (Earth, Wind & Fire) horn section. 

out how to get the sound, but it doesn't 
sound the same. You can buy the 
same guitar as Eric Clapton, but you 
won't sound like him. I'm not being 
big- headed about my drum sound. 
What I mean is that it's pointless for 
anyone to try to get the same sound 
because everyone is different, and 
everybody strikes the drum differ- 
ently. Fortunately, if everybody gets 
a different sound, music will be 
varied. 

MR &M: You seem to be sensitive 
to the effects of personality on all 
aspects of record -making. You were 
originally dissatisfied with the over- 
all sound of Face Value until you 
found a certain mastering technician, 
Michael Reese. 

PC: I was pleased with the fact 
that, in the studio, I had gotten an 
R & B feel on Face Value, and I 

wanted to get the same sound on the 
record. I spent a couple of depressing 
weeks going around London trying to 
get the record cut so it would sound 
right. The importance of mastering a 
record really came home to me then, 
because I heard how it can totally 
change the sound. It's almost as 
important as mixing. Eventually I 

looked at a lot of records by Earth, 
Wind and Fire and the Jacksons, and 
saw that the same bloke had mastered 
them all. I rang him up, got right 
through to him, and he mastered the 
album. He's really great. 

MR &M: Do you have a conscious 
approach to producing? 

PC: I think my role as a producer is 
really to be a director. I point the 

music in a certain direction and hope 
that the people will understand what 
I'm saying. I'm not a technical 
person. I don't know much about the 
EQ, for instance, on a desk. I just 
know when it sounds good to me. 

MR &M: You rely on the engineer 
to twiddle the knobs. 

PC: Yeah. I draw a parallel with 
film. The engineer is like the camera- 
man, and I'm the director. I'll think 
up something which might be totally 
impractical and say to the camera- 
man, "You make it work." 

I feel more comfortable as a 
musician than as a producer. If a real 
producer were to come and watch me 
work, he'd probably say that I wasn't 
doing anything right. All I have is a 
good pair of ears. 

MR &M: You share an artist's 
vision and more or less help them 
achieve it. 

PC: The people I've worked with 
have all been well known, and knew 
what they were doing. They just 
wanted to do something different and 
thought that I'd be the person to do 
that for them. I suggest ways the 
thing can be done. 

MR &M: What approach did you 
take with Clapton? 

PC: I gave him encouragement as 
to what songs were better than 
others, and how certain songs could 
be done. I wanted very much for him 
to do something different. People 
think that his best days have been, 
and he's singing and playing better 
than ever now. He still makes your 
hair go up. 
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MR &M: You're rocking out more 
on your new album, No Jacket 
Required. 

PC: It's much more uptempo than 
anything I've done before. It's more 
dance -oriented. It's a happier album. 

MR &M: How much of the playing 
is yours? 

PC: I did all the keyboard apart 
from two songs which David Frank 
plays on. The Phenix Horns [from 
Earth, Wind and Fire] are still there. 
Bass -wise, it's either David Frank on 
synthesizer bass or Lee Sklar. Daryl 
Steurmer is playing guitar. Sting 
sings back -up on a couple of songs, 
and Peter Gabriel and Helen Terry 
[from Culture Club] sing back -up on 
a song as well. A saxophone player 
named Gary Barnacle did a couple of 
things on the album, and I did 
everything else. 

MR &M: Are you interested in 
making a totally self- sufficient 
album where you do everything? 

PC: Yeah, I try to do that, but I 
don't play guitar. 

MR &M: Well, if Peter Gabriel can 
get by without cymbals, maybe you 
could get by without guitar. 

PC: Better not let Daryl hear that. 
MR &M: What are the assets and 

liabilities of working at home? 
PC: Just being at home, in that 

environment, is an asset. When 
things aren't happening, you can just 
go downstairs and have a half hour 
break. When you go back, it will be 
different, and there isn't the feeling 
of "this is costing me money." 

Studios are ridiculous! The one I 
use, the Townhouse, is one of the most 
expensive studios in London. I use it 
because I like it, but when you get the 
bill at the end of an album it's quite 
extraordinary to see how much 
you've spent. 

I also believe that the quality of the 
sound is secondary to the quality and 
the feel of the music, and that's why 
those old Motown and Beatles things 
have so much magic for me. The 
moments captured on tape are very 
special, and that's why I use my 
demos. 

Getting the right tempo is very 
crucial. I write down a tempo on the 
drum machine and take it in the car, 
and the machine gets joggled up a bit. 
When I get to the studio and set it up 
exactly the same, it just doesn't sound 
the same. I use the demos because 
once I've got it right, I keep it. 

As far as liabilities go, on the first 
album, which was done at my old 
house, Old Croft, you hear the storage 
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When I play my parts to a real 
keyboard player, he can't actually 
do what I do. If someone can't play 
an instrument, they tend to do 
different things with it, and whatever 
I lack technically is made up for by 
being a bit original. 

units going on and off on the keyboard. 
There are lots of outboard noises, but 
I never really worry about it. If the 
fridge goes on or off and there's a 
click on the tape, it doesn't really 
bother me too much. 

MR &M: What comprises your 
home studio? 

PC: I've got an Allen and Heath 
Brenell 1 -in. 8 -track machine. The 
desk [console] is a Studiomaster. I've 
got lots of outboard gear which is 
mainly AMS stuff. I've got a DSX 
sequencer, and a Roland MSQ, which 
is a real good sequencer for someone 
who can't operate the complicated 
ones. I've got a Linn drum machine 
and a Movement drum machine, 
which is the English equivalent. I've 
got a couple of Yamaha DX -7's, and 
OBX -a, a couple of Prophets, and a 
grand piano which my aunt who was 
a piano teacher gave me. I don't often 
play drums at home, but I've got a set 
of Simmons. 

MR &M: As a musician, producer 
and session man, you've worked with 
enough musical heavies to fill a small 
wax museum. I wonder how some of 
these people have affected you. Peter 
Gabriel comes to mind first. 

PC: I love working with him. I love 
what he does. With his third album, I 
felt that I'd been driving at 60 mph 
for six months and then suddenly had 
gone into overdrive. It opened a lot of 
new doors for everybody. I think a lot 
of people owe him a lot for that. Many 
bands have taken those ideas a few 
stages further. 

MR &M: What about Eno? 
PC: Eno? That's the same thing, 

actually. Genesis was doing The 
Lamb Lies Down On Broadway 
downstairs at Island when he was 
doing Taking Tiger Mountain By 
Strategy. Peter was a fan of his and 
he got him down to put a couple of 
vocal things through the synthesizer. 
As payment for that, I was sent 
upstairs to play on Eno's record. 

That's when I met him, and we got on 
very well. 

He later rang up me and Percy 
Jones [Brand X bassist] and asked us 
to come down and play. We did three 
or four days of endless playing. A 
minute of this, two minutes of that, 
thirty seconds of this. It became 
Another Green World. Then we did 
Before And After Science, and that 
was the last I saw of him. I haven't 
seen him for ages, but I have great 
respect for him. He loves not being a 
musician. It gives him the freedom to 
do whatever he wants. He is one of 
those interesting guys who doesn't 
know the rules. 

MR &M: What about Fripp? 
PC: He's a very funny bloke. 

There's never any dead air when he's 
around. He's very single- minded. 
There's his way and the wrong way. 
But it's good to have people like that 
around, to be honest. They stand out 
on their own -him, Eno, and Pete, as 
people who know what they want, 
and whether it's commercial or not is 
irrelevant. I have great respect for 
them. 

MR &M: Are you concerned with 
being commercial? Do you consciously 
craft hits? 

PC: No. I just try to write some- 
thing I like. If a song sounds good 
after three minutes, I finish it. If 
everyone else likes it, that's great, but 
I've got to like it first. 

I think a hit song is something you 
can sing before it's finished. 

MR &M: If you could put together a 
fantasy band whose members could 
be living or dead, who'd be in it? 

PC: It would be an awful band, 
probably, but I can tell you who I 
admire the most. Lennon would be 
there, I'd probably have Tony Williams 
and Steve Gadd playing drums, 
McCartney on the bass, Hendrix and 
Clapton on guitars. 

MR &M: And you would sing? 
PC: No, I wouldn't have me in it. 
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0 Pr&M',/ 
iames ru pert 

Dear Jim: 

Iis potpourri time in the of Studio Notebook Corral, 
pardners! We've rounded up some of the letters 
received here at MR &M with questions directed 

either at this column in general or yours truly in 

particular and are going to devote this month's 
installment to giving a little individual attention to some 

of the questions raised by our readers. Some of the 

following are specific individual queries that have been 

sent to us and some are summations of questions put 

to us by several different readers. If some of the 

questions sound familiar, relax and realize that certain 
problems and concerns are common to any new 

business or career. Everybody ready? Let's dive in... 

Do you really have to go to school to be an audio 
engineer? I've thought about it for over a month now 
and I think I'd really like to be one except the thought of 

more school really sounds like a drag! I've read that 
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some of the big time engineers worked their way upon 
the job.' I also read that a lot of recording schools are 
just a rip -off. What do you think? Is more school really 
necessary? 

(Signed) Anxious in Anaheim 

Dear Anxious; 
I'll put it to you this way. If you ever needed brain 

surgery, would you rather have it done by a specially 
educated and solidly experienced neurosurgeon, or an 
eager and green young quack who was learning his 
craft on the job'? 

Your letter smacks of impatience and a certain lack 
of willingness to pay some dues before entering the 
field of audio engineering. Yes, some of the heavy- 
weights of our industry climbed the ladder the hard 
way. (They probably had a lot more time than a month 
to consider their career choice, too.) Yes, it's true that 
some 'schools' provide you with nothing more than the 
most basic of introductions to some of the mechanics 
of audio engineering. For these reasons and about a 
hundred more, it only makes sense to find yourself a 

good four year college program that will enable you to 
walk away with a real sheepskin in the art of audio 
recording. Add in the new -found knowledge in the art 
of music theory, electrical engineering, circuit design, 
computer skills and applied mathematics you will have 
soaked up and someone with much more real potential 
will stare back at you from the mirror in the morning. 
With twenty -five applicants for every entry level 
position available in any recording studio in the world, 
which makes more sense -someone who expects to 
learn enough to own the joint in the first six months or 
someone who has the credentials to prove they know 
their stuff from the word go? 

I am already working as a chief engineer in a good - 
sized studio in my area. I make a good living, but I'm not 
getting rich. I'd like to start my own studio operation, 
yet I don't want to starve to be on my own either. How 
much should I realistically expect to make if I own my 
own studio? 

(Signed) Dissatisfied in Detroit 

Dear Dissatisfied; 
Never underestimate the value of an owner's service. 

Skilled crafts people (like yourself) are kidding 
themselves if their self -owned firm's profits are less 
than they can earn by working for someone else. The 
United States Small Business Administration recom- 
mends that your net profit (after taxes) should be at 
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least as much as you can earn if you worked at your 
trade for a weekly pay check. If self -employment is 
only a wild hair up your chute, stay right where you're 
at. If you truly realize all the pitfalls and heartbreaks 
that come part and parcel of owning your own studio, 
then give it your best shot and our best wishes go with 
you. Okay? 

I've started my own studio in the last few months and 
I'm happy to report that things are going okay so far. 
The only thing that I'm paranoid about is bookkeeping. 
Do I need to hire a bookkeeper or an accountant to 
keep my records? I don't want the I.R.S. to storm in 
here one day and arrest me because I screwed up the 
records necessary for my taxes. Please advise. 

(Signed) Bugged about Bookkeeping 

Dear Bugged; 
This question could take a book to answer. So my 

advice is to contact the closest office of the S.B.A. and 
ask for just that! Free booklets and information packets 
are available on this very subject. Your local I.R.S. 
office also provides taxpayer assistance to answer any 
and all of your questions regarding your tax 
obligations and local /state tax statutes, but will help 
you fill out your returns as well. This is your 
government and your tax dollars in action, so be 
encouraged to make use of it! 

Otherwise, the best advice I could offer is that the tax 
obligations for a sole proprietorship or partnership are 
much less complicated than those for a corporation. If 
you keep a thorough and accurate record of all of your 
sales (cash and charge), all of the monies paid to you 
(i.e. receivables paid), and all of your accounts payable 
(bills, utilities, wages and supplies paid for), you're in 
business. Bookkeeping does not have to be terrifying, 
nor do you have to shell out a fortune every month for 
an accountant's services. Ideally to me, an accountant 
should not be hired until the owner is simply too busy 
making money to adequately keep track of it. If you're 
still paranoid come tax -time, there's nothing wrong in 
hiring an accountant to assist you in the preparation of 
your yearly personal and business returns. As in all 
professional services that could be of potential use to 
your business, the more you learn as a business owner, 
the less bread you are going to have to pay out to 
someone else to help you run your company's affairs. 

Hi! I really like your magazine. I've been reading it for 
almost a year now and Rupert sounds like a regular guy 
to me. I don't have much experience in a studio, but I 

have run sound for my brother -in -law's band when the 
regular guy was sick. It was really fun! I've included my 
resume with this letter which includes all of my 
experience as an assistant in the Audio /Visual room 
last year at Mario Thomas High School. Can Mr. Rupert 
help me get a job in a studio? 

(Signed) Bright -Eyed and Bushy -Tailed 

Dear B.E./B.T.'d; 
No. 

I want to build some really neat -looking racks for my 
equipment, but I can't find any materials or instructions 
at my library that were really any help. Could Modern 
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Recording & Music contact some of the companies 
that manufacture those great hardwood jobs that the 
really big studios use and get some free tips and 
instructions for me? I'd call myself, but I'm kind of 
afraid because it wouldn't be too proper to ask for 
information on my specific application and not expect 
to pay. (I know they wouldn't be cheap.) Besides I don't 
think I could afford their help anyway. 

(Signed) Waiting in Walla Walla 

Dear Walla Walla; 
MR &M is in kind of a ticklish position here also. We 

want to be able to offer all of the tips and instructions 
we possibly can, but we must respect the rights of 
equipment manufacturers too. Contacting certain 
manufacturers and asking them for their help in putting 
together a 'how -to' article so that people will not have 
to purchase their product, is not the politest thing we 
could think of to do. Imagine calling up an author of 
mystery stories, telling them you didn't want to buy 
their book and then asking them to tell you how the last 
chapter came out anyway. 

I'd suggest that you contact the Public Relations 
department of any companies whose products interest 
you, ask for any brochures, specs and information they 
could provide you and (in the case of custom 
equipment racks), use them for inspiration in your own 
designs. All companies we've dealt with are more than 
happy to assist you (spelled c- u- s- t- o- m -e -r) in all 
questions regarding application and installation of 
their products. Telling you how to build them is another 
story. And that's easy to understand, isn't it? 

I just wanted to write and tell you how funny I think 
James Rupert's writing is. All of his writings are so 
instructional, while he is so witty in getting his points 
across. I feel he is truly an inspirational asset to your 
magazine. If he'd only get a haircut and shave he'd be 

the perfect audio writer. And what does he have against 
neckties? He used to look so nice! 

(Signed) His Biggest Fan 

Dear H.B.F.; 
Thanks Mom. 

So that's about it! Maybe next time we could feature 
your letter in an 'all- letters' column. If you have any 
questions that need answering send them to us here at 
Modern Recording & Music magazine, 1120 Old 
Country Road, Plainview, L.I., New York 11803. We 

truly love to get mail, so why not drop us a line? 
While you're in the line- dropping mood, don't forget 

about the MR &M Independent Record Release 
Competition now going on. This is your chance to 
feature the best work of your studio and your clients in 

the very pages you're reading at the moment. Check 
last month's issue for the full details on the contest and 
get your entries in now. Fame and free ink are waiting 
right around the corner! 

As for me, I'll be busy for the next few weeks. The last 
kid I told I couldn't get a job just bought up all the stock 
options in my company and now I'm working for HIM. 
My assignment for the next month is to wash and wax 
his Caddie everyday. So much for cheap advice. 

See you next time. 

PULSAR LABORATORIES, INC. NOW AVAILABLE A MONTHLY 
LEASING PROGRAM 

* 100% Tax Write Off 
*Investment Tax Credit 

*100% Financing 
*No Collateral Required 
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"ON TRACK" I/O 
recording consoles 
24 channel yr $475 a month 
32 channel (rr $600 a month 

SERIES 80 front consoles 
32x8 cat $250 a month 
24x8 á $215 a month 

M8 monitor consoles 
32x8 Ci $250 a month 
32x16 C $515 a month 

`Call for additional pricing and information 216 -784 -8022* 
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Miles Davis' post -comeback album, "Decoy," has been hailed by fans and 
critics as his most coherent and fully realized effort of this decade. 
Part of the credit belongs to John Scofield, the affable, bearded guitarist 

who is responsible for all three tunes on the disk's second side. 
Scofield, 33, a New York City resident by way of Wilton, Connecticut, credits 

the success of Decoy and the trumpeter's 1984-85 live appearances to the cohesion 
and development of Davis' new band, which now includes keyboardist- 
synthesist Robert Irving III and reedman Bob Berg. "I think the band just got to 
be more of a band," Scofield relates. 

On his own album for Gramavision, "Electric Outlet," Scofield the leader achieves 
a band sound without the benefit of a band per se, The guitarist had hoped to 
corral drummer Steve Jordan, altoman David Sanborn, synthesist Peter Levin and 
trombonist Ray Anderson into the recording studio at the same time (Scofield 
decided to play the electric bass himself), but scheduling conflicts and the expense 
cf rehearsing a busy, first -call cast proved untenable, "Electric Outlet," marking 
Scofield's first attempt at multitracking and overdubbing, is his most well- 
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Guitarist 

John 

Scofield 

rounded record to date. Besides 
plugging into a three -pronged socket 
(jazz, blues and rock), he is charged 
by his most varied instrumental 
lineup. A resourceful musician and 
an emotional technician, Scofield 
plays what's needed at the moment - 
lustrous melodies or screaming blues 
licks, rich chordings or impres- 
sionistic trills and colors. 

The guitarist, who has recorded as 
a sideman with Charles Mingus, Jay 
McShann, Gerry Mulligan /Chet 
Baker, Billy Cobham /George Duke 
and many others, has also recorded 
several albums as a leader, including 
two raw, visceral trio outings for 
Enja Records (with Steve Swallow on 
bass and Adam Nussbaum on drums). 
"My influences are really starting to 
congeal now," says the guitarist 
about his intertwined roots in blues, 
jazz and rock. Scofield credits Miles 
Davis, his latest and most prominent 

MODERN RECORDING & MUSIC 

employer, with opening his eyes - 
and ears -to every musical possibility. 

John Scofield spoke with MR &M 
about the making of "Electric Outlet" 
and his experiences with Miles Davis. 

Modern Recording & Music 
Steve Swallow, your good friend, trio 
partner and, of course, one of the best 
electric bass players in the world, co- 
produced "Electric Outlet" with you, 
and on the back cover you credit him 
for "long hours and commitment 
beyond the call of duty." Yet, for all 
that, he doesn't even play on the 
record! 

John Scofield: (Laughs) It's funny. 
When I put these tunes together, I 
knew Swallow was going to be in- 
volved from the get -go. That was two 
years ago or something. I put the 
tunes down on a four -track cassette 
player where I myself just happened 

to play the bass parts, a bunch of 
guitar parts and a drum machine just 
as a demo. I wanted to see how the 
tunes sounded, to use them for 
compositional purposes. I played it 
for Swallow, and he said, "Listen, you 
should play the bass parts because 
they're essential parts of the ttines." 
The kind of record we were going for 
was more of a compositional thing as 
opposed to a blowing date. So it was 
actually his idea for me to play the 
bass parts. 

MR &M: So when you made the 
demo, you didn't think you would be 
playing the bass ultimately. 

JS: No, no, I wasn't. I was thinking 
of doing it with a group. As a matter 
of fact, I wasn't thinking of doing any 
sort of overdub -type things. I was 
thinking of having everybody come 
in and play, and then maybe putting 
a little overdubbing on. 

MR &M: Had you played much 
bass previously? 

JS: Yeah, I'd always messed around 
with it. I can play my own music on 
the bass, but I couldn't play a gig. 
First of all, my chops would give out 
after about three minutes....I wrote 
all the music on the guitar, thinking 
of the bass parts and all that. The 
bass is just a guitar an octave lower. 
It's just like one big guitar part, the 
bass and the six -string guitar. 

MR &M: How did you decide on the 
rest of the instrumentation on "Elec- 
tric Outlet ?" 

JS: I wanted a keyboard- synthe- 
sizer in there as a "pad," as they call 
it, not so much as a solo instrument. 

MR &M: In other words, for 
cushioning. 

JS: A cushion, right. You hear that 
in a lot of pop music today, Weather 
Report and stuff like that. I've been 
playing with Pete Levin in Gil 
Evans's band, so he was the natural 
choice; I think he's one of the best 
sound people in New York. And 
Sanborn -I've always liked his play- 
ing. Ray Anderson -I've been a fan of 
his for a long time. So it was a chance 
to get these guys into key slots on this 
record. The thing that pulls me, Ray, 
and Sanborn together -even though 
we are all stylistically different -is 
that we're all blues oriented to a 
certain extent. 

MR &M: And Steve Jordan's back - 
beats on this record are very fat and 
solid. To some extent, although the 
sonority is different, his drumming 
on "Electric Outlet" reminds me of 
Al Foster's drum sound on Miles' 
"Star People" LP. Foster's drum 
sound there is transmogrified, if I 
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can use that word. There's a palpable 
crackle. 

JS: That's right. I've definitely 
been affected by Miles and his whole 
concept. And I think it's sort of the 
way funk drumming has been going 
lately, too. It's not just my record or 
Miles' records; you can hear it in a 
lot of stuff on the radio. 

MR &M: Yes, but it's nice to hear a 
backbeat without a byte, if you know 
what I mean. I like to hear a human 
being. 

JS: Yes, try to keep the human 
thing in there. That's what Miles 
says. He doesn't call anything jazz - 
he hates that word. But he doesn't 
distinguish between what he's doing 
now and what he did before, as far as 
when the bass and drums were 
playing 4/4 swing time. He thinks in 
terms of the swing of the music, even 
though it's backbeat music. 

MR &M: On your album, John, was 
it a difficult transition to make your 
four -track demo recording into a full - 
fledged studio recording? 

JS: It's weird. I went into the 24- 
track studio and did exactly the same 
thing again, using the drum machine 
and overdubbing everything. 

MR &M: Then Steve came in? 

if you listen really closely, you can 
hear it on the backbeat or the bass 
drum figures when they're playing 
the same thing. There are actually 
two of them in there, but you can't 
even tell....I can't even remember 
where it is and where it isn't. 

MR &M: At what point did the 
guitars come in? 

JS: I recorded the guitar stuff 
before Steve came in. I recorded all 
the guitars, the bass and the drum 
machine, so there was a whole little 
band there. Then I put keyboards 
over for the cushion, then I put 
Jordan over. Then the horns came in 
after the drums. 

MR &M: So the drums were essen- 
tially recorded last, not first. Had you 
ever worked that way before? 

JS: No, I'd never done that before. 
I'd never done any overdubbing 
before all the rhythm tracks were 
down. However, I'm happy with it 
because it came out sounding like a 
band anyway. The thing was, I kept it 
loose enough in the parts, so that say 
the bass line goes along and he does 
something hip. Steve would play 
along with that and he'd respond to it. 
So it wasn't like they were respond- 
ing to each other, but it was 50 

way of doing it. You can put [drums] 
down anywhere along the line if 
you're doing a record ...as long as you 
have some sort of click track or drum 
machine to play with the stuff before- 
hand. We just tried to keep it loose all 
the way through.... We improvised 
slightly as we were playing to try to 
give it a more spontaneous feel. 

MR &M: The reed player Bill 
Evans, your former colleague in 
Miles's band, related that Miles 
considers every member of his bands, 
past and present, as a sideman, 
whether it's John Coltrane or Bill 
Evans, John McLaughlin or John 
Scofield. On Miles's latest record, 
Decoy, you're all over it. In fact, you 
co -wrote all of side two, all three 
tunes. I haven't seen that sort of 
compositional input, especially from 
a guitarist, on a Miles record in a very 
long time. What accounts for that? 

JS: One of the reasons is because 
Miles and Gil Evans really got into 
this thing of taping solos and then 
transcribing the solos and using 
those for the heads. That's what those 
three tunes are. Gil told me one day 
that he's been trying to get Miles to do 
this [with heads] for 20 years.... 

MR &M: This process strikes me as 
very organic -building for the future \`;j\i.li'` .'!`,`',- ìßi %" - \I \ -;'- -; \'- I /,\!`,\I7\- ß.,`;,1;j\\i':ii'I 

At this point, the future is thé om the past. 

combination of acoustic and 
electric instruments. That's Miles' 
trumpet along with a synthesizer. 
The electric guitar is sort of a hybrid 
between an acoustic instrument 
and an electric instrument, while a 
digital synthesizer is very electric. 
It's all electric when it comes 
down on tape, whether it's generated 
by a man blowing into an instrument 
that goes into a microphone, or 
a digital synthesizer. i !. i 11f\ .1 I - ! \' I.\ \_ -lam ,i \..\ \ \ \ . 

JS: Then Steve came in and played 
over the parts. So he was responding 
to the already existing bass lines and 
the solos. 

MR &M: The drum machine 
doesn't remain on the record, does it? 

JS: The drum machine is in there a 
little bit. It's 90 percent real drums. 
In some tunes it isn't there at all. But 

38 

percent responding. It's almost like a 
whole band playing together when 
you do it like that. 

MR &M: You recorded the drums 
essentially last, not first, as is often 
the case. The crack and sizzle of 
Jordan's backbeats hardly make the 
drums sound like an afterthought. 

JS: This is just sort of a backwards 

JS: Right. Yes, it's a very jazzlike 
wa . If you check out Charlie Parker's 
wren music, and Monk's, to some 
extent, bebop lines are like solos. 
That's he way Bird used to play; he 
just pi ed his licks and wrote 'em 
out. AI se blues, all of those things 
on "Rh ' " changes -those are like 
his little solos. And that's what 
[Miles' music] is. It's a logical 
extension. 

MR &M: So 'ur tunes on "Decoy" 
came about fr improvisations? 

JS: Miles tape everything -gigs, 
rehearsals, ever g -on a cassette 
or something. An e just finds the 
parts he likes. It jn so happened 
that he used the stuff 'm my guitar 
solos. There's a lot of ff he's done 
from his trumpet sol too, and 
they're in the can; they'r -; .1 good. I 
think the band just got to .' ore of a 
band in the last r. I' still 
completely The hvi how, 
and he's the leader, that's for sure. 

MR &M: Why, after some 20 years 
and 30 or more records, didn't Teo 
Macero produce the last Miles LP? 

JS: He and Miles had afallingout. 
I don't know any more than that 
because I wasn't there when it 
happened. Miles doesn't talk to me 
about that stuff. 
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MR &M: Did Miles appear to have 
any difficulty in the role of producer 
without Macero around? 

JS: I don't know. If he did, he didn't 
say that he did. See, when I was there, 
they were just recording, recording 
and recording. And then there was 
this long period where he [Davis] 
edited all the stuff that was recorded. 
Hours and hours of stuff went into it. 
Twenty hours, at least, to make that 
one record. 

MR &M: What preparations are 
made before going into the studio to 
record with Miles? 

JS: It varies. Sometimes we'll have 
rehearsals, and sometimes we'll 
learn [the new music] there [in the 
studio]. When we record stuff we've 
been playing live, we just go in and 
hit, just like a gig. 

MR &M: How is recording with 
Miles different from recording with 
anyone else? 

JS: Previously, Miles liked to get 
something going, then add different 
ideas to it. You'd play for an hour, and 
if it shows up on a record, it's usually 
only five minutes of that. Just play 
until the groove really gets going. 
But it's all recorded. He'll take 
excerpts of it that are really hot, 
which is a great way of doing it. 

MR &M: As a teenager in Con- 
necticut, what kind of music did you 
listen to, John? 

JS: I was really a blues fanatic. 
Ninety percent of the kids in my 
school didn't like blues and jazz; they 
were into the Beach Boys and the 
Four Seasons. I went out of my way to 
find it, but you could get it if you 
wanted. 

MR &M: At that age, as a budding 
musician, as a blues fanatic, did you 
perceive yourself as different from 
other musicians in your peer group? 

JS: Oh, yes. I'll tell you, honestly. I 
think it was 50 percent love of that 
sound, blues and jazz, and also there 
was a certain amount of snob appeal 
involved. Like, "Nobody else is hip to 
this kind of music except me." And 
this sort of put me [apart]. This stuff 
was hip; that was the hip stuff that 
people were writing about in New 
York. I was from this little suburban 
town, and nobody was into that [kind 
of music]. But I think, primarily, 
when I heard this music, I fell in love 
with it and thought it would be great 
to be able to play it. 

MR &M: Give us a rundown of your 
live -performance apparatus and the 
gear you take on the road. 

JS: I use Ibanez guitars, mainly an 
Artists Series AS200 semi -acoustic 

I'd never done any overdubbing 
before all the rhythm tracks 
were down. However, I'm happy with 
it because it came out sounding 
like a band anyway. The thing was, I 
kept it loose enough in the parts, 
so that say the bass line goes along 
and he does something hip. Steve 
would play along with that 
and he'd respond to it. 

electric guitar, and a Roadstar 
RS440 solid -body guitar. The first 
one is sort of based after the Gibson 
ES335. The second one is based after 
the Fender Stratocaster. These are 
Japanese guitars that are imitations 
of these American guitars. Quite 
good. 

MR &M: And your amps? 
JS: I use different amps. When I'm 

on the road, touring with Miles or my 
own group, I usually use rental amps; 
the promoter will rent me an amp. I 
have this list that I give them. The 
first choice is Roland Jazz Chorus, 
and the second choice is either Music 
Man or Yamaha. I always use two 
amps because I use a stereo chorus 
when I play. My effects include 
Ibanez Stereo Chorus, Ibanez Tube 
Screamer foot pedal, and two Ibanez 
HD1000s, which are harmonizers 
and delays. Then I have a Boss digital 
delay foot pedal and a Boss Octaver. I 
use these in various combinations, 
and sometimes I don't use them at all 
(laughs). I also use compression in the 
studio. When I go into the studio, 
sometimes they'll have a good corn - 
pressor or a good digital reverb or 
digital delay. Then I won't use my 
own stuff. At home, at local gigs or in 
the studio, I use two Sundown 
amplifiers. 

MR &M: Outside of Miles, which 
artists today are doing innovative 
things in the studio? 

JS: As far as the studio is con- 
cerned -the level of technology with 
the new synthesizers and the signal - 
processing things that have come out 
in the last 10 years -you have to 
really look to pop music. But that 
doesn't necessarily mean the music is 
exciting. 

MR &M: Which musicians, in 
particular, have impressed you? 

JS: In this genre of jazz, using 
electric instruments and using "the 
rhythms of today," quote -unquote, I'd 
have to say the group Weather 
Report, Miles Davis and Pat Metheny. 
But I'm a big bebop fan, too. I think 
you should use all the [recording] 
techniques that are there.... There's 
a lot of stuff I get off on sonically as 
well as musically. With a lot of stuff, 
if I don't like it musically, then there's 
no way I'm going to like the recording 
part. You can have a great -sounding 
record, but if you don't like the songs, 
forget it. Everybody's making great - 
sounding records now. 

MR &M: But not everybody is 
making great music. 

JS: That's right. I like Prince and I 
like other stuff, too. Just the general 
technology of pop music, and the way 
it's being recorded, excites me 
nowadays. 

MR &M: As a listener, I sometimes 
wonder, "Where are the musicians ?" 
Sometimes it sounds like the same 
silicon chip, rhythm -track is being 
passed from studio to studio. 

JS: That's exactly what it is. It's the 
same sound from the drum machine. 
And that's already gotten boring and 
old. I don't like drum machines 
anymore, flat out. I think they're a 
great tool to perform along with. But 
the sound of real drums is really a 
beautiful thing. A great drummer 
and his touch! A drum machine is a 
good tool for getting a tune down or 
learning an arrangment. Also, I 

really prefer the sound of drums 
when they're mic'ed well. When you 
hear Steve Jordan or Art Blakey or 
Elvin Jones play the drums, and all 
the colors they can get out of drums, it 
just can't be replaced. At the same 
time, all a drum machine is is a 
sequencer; you program in a rhythm 
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and it remembers it. It plays the 
rhythm back on pre- recorded drums. 
You can do the same thing with syn- 
thesizers, too. I think synthesizers 
are great. There are so many possibili- 
ties that I don't see how anybody 
could not like it and not be excited. 

When Mike Stern was playing 
guitar in Miles' band, I had less to 
play, because he was the primary 
guitar player. He was there before I 
was. So when he left, I had more 
space to fill up. Too much, to the point 
where we said, "Man, we've got to get 
a synthesizer player!" I think Bobby 
[Irving] just knows how to orchestrate 
the music and fill in the holes. That's 
what he's great at; he's really subtle. 
He knows how to do all these colors 
without getting in Miles' way. I 

think [the synthesizer] gives the 
whole band sort of a glow, that 
beautiful digital synthesizer sound. 
It's really just running parallel to 
what's happening everywhere. 

MR &M: This synthesizer aura 
that you speak of is effective because 
it's not intrusive. 

JS: Right, exactly. It's got to be 
done subtly. At this point, the future 
is the combination of acoustic and 
electric instruments. That's Miles' 
trumpet along with synthesizer. The 
electric guitar is sort of a hybrid 
between an acoustic instrument and 
an electric instrument, while a 
digital synthesizer is very electric. 
It's all electric. It's all electric when it 
comes down on tape, whether it's 
generated by a man blowing into an 
instrument that goes into a micro- 
phone, or a digital synthesizer. It's all 
electric in the end. Weather Report is 
great. They use Wayne's saxophone 
along with Joe Zawinul's keyboards 
to make this beautiful blend. The 
synthesizer is copying the sound of 

Selected John Scofield Discography 
As A Leader 
Electric Outlet (Gramavision GR -8405) 
Solar (Palo Alto PA -8031 -with co- leader John Abercrombie) 
Shinola (Enja 4004) 
Rough House (Inner City 3030) 
Bar Talk (Arista /Novus 3022) 
Who's Who (Arista /Novus 3018) 
Live (Inner City 3022) 
Out Like A Light (Enja 4038) 

With Miles Davis 
Decoy (Columbia FC- 38891) 
Star People (Columbia FC- 38657) 

With Charles Mingus 
Three Or Four Shades Of Blue (Atlantic 1700) 

With Larry Coryell 
Tributaries (Arista /Novus 3017) 

With Gerry Mulligan /Chet Baker 
Carnegie Hall Concert, Vol. 1 & 2 (CTI 6054/6055) 

With Jay McShann 
Last Of The Blue Devils (Atlantic 8800) 

With Billy Cobham /George Duke 
Live On Tour In Europe (Atlantic 18194) 

acoustic instruments but actually 
starting something new, because you 
can't ever really re- create it. A 
synthesized saxophone section sounds 
different from a saxophone section. 
You can say, "That's a synthesizer 
sounding like a sax section." But it's 
something different, and it creates a 
whole new sound. 

MR &M: Let's return to your 
"Electric Outlet" album. You men- 
tioned before that your influences are so4 1o1 1o4 

If you check out Charlie Parker's II 

written music, and Monk's, to some 
extent, bebop lines are like 
solos. That's the way Bird used to 
play; he just played his licks 
and wrote 'em out. All those blues, 
all of those things on "Rhythm" 
changes -those are like his little if 

solos. And that's what (Miles's music)11 
is. It's a logical extension. n 

really starting to congeal and that 
Miles is largely responsible for that. 
In what way is Miles responsible? 

JS: Ten years ago, let's say, I 
would've been scared to play real 
bluesy stuff or scared to play some 
country -type stuff, because I would've 
thought this doesn't go along with my 
other [jazz] stuff. I realize [now] that 
they can all work together, and live 
together, in my own musical world. 
And I think Miles is responsible for 
that because he's not afraid to draw 
upon anything he likes; he doesn't 
think, "Well, that's not hip," or 
"That's not what everybody is doing 
now," or "That's not what these 
people like." Like everybody my age, 
I'm a hybrid. With mass media being 
what it is, if you're 33 years old [his 
age] and grew up in America, you've 
been exposed to a lot over the radio, 
through records and all that. It's not 
like [bluesman] Muddy Waters, who 
grew up in this real sectionalized 
thing with the music of his people. Or 
Doc Watson. You follow me? It's just 
not like that anymore. Or Miles 
Davis. When he grew up in St. Louis, 
jazz was it. So Miles has made it clear 
to me not to worry about any of that, 
and to play what you hear. 
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bob buontempo 

BLue ÖY3TR COLTj 
Th 3AND IS 3TILL bR 

Twelve albums and thirteen years after their inception, Blue Oyster Cult is still 
going strong. One need only witness their recent tour, lasting from last 
summer to winter, spanning the country and the Atlantic, and including two 

sold -out nights at New York's Radio City Music Hall!! 
Sometimes being type cast as a "Heavy Metal" or "Hard Rock" band, their music 

in reality spans many styles, remaining contemporary by utilizing the latest 
state -of- the -art technology (in both instruments and recording techniques), while 
still remaining true to their roots. 

The members of the band are also all loyal home recordists. In fact, MR &M caught 
up with the group for his interview in guitarist /singer /songwriter Donald "Buck 
Dharma" Roeser's private studio at his lovely home in Connecticut. 

Also on hand were bassist Joe Bouchard and drummer Rick Downey. (The other 
two band members, guitarist /keyboardist Alan Lanier and guitarist Eric Bloom, 
were not available that day.) 

Here's what the band had to say about their music, their recording techniques, 
home recording studios, and the music scene in general. 
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Modern Recording & Music: 
When most people hear the name 
Blue Oyster Cult, they associate it 
with heavy metal /hard rock, yet most 
of your hits like "Don't Fear the 
Reaper" and "Burning For You" have 
been in a poppier vein, and your last 
album was very contemporary 
sounding. 

Buck D: Well, the kids know that 
already. The pop stuff happened to be 
hits. 

Joe B: We're not the monsters that 
they think. 

BD: It's just evolution. If it was our 
first album that's the way it would 
sound, but we've always been hard 
and soft. It just depended on what 
went, and what was a hit. We can't 
tell what's going to be a hit. We'd be 
really happy if some of our raunchier 
stuff were hits. But it's never worked 
out that way. I don't think we're any 
more laid back now than we ever 
were. I think we're a little edgier 
than we used to be. There was a wide 
range of material on our last record; 
we've done that before. Some of our 
raunchiest records haven't been our 
best sellers. The hardest records have 
never made it. Our last album, 
"Revolution By Night" was also our 
first CD. 

MR &M: Do you use any other 
digital recording besides the com- 
pact disc? 

JB: The only other digital thing we 
did is that when they mastered the 
last record they made digital copies 
which are used to send overseas. 

BD: They used the Sony U -Matic 
3/ -inch format. 

JB: Well, right there it's a great 
advantage, because you'll be able to 
have your record sound very con- 
sistent around the world, and it'll 
never deteriorate in quality. 

BD: For duping and dubbing it's 
just great, and like I say, if you get a 
CD off the Sony digital master it 
sounds just as good as the master tape 
does. It's actually a verbatim copy of 
the master tape. It's great. 

MR &M: I understand the rest of 
the album was done real high tech; 48 
tracks, synced machines, computer- 
ized mix, the whole bit. 

BD: Actually, most of it was mixed 
manually, not much was done by 
computer. We did some automated 
mixes but the manual ones came out 
better. We found that, especially at 
the mix stage, electrically syncing 
the two different brands of machines 
that we used (an Ampex and a 
Studer) was real hard, because they tOt fOt 1O1 fOt 4Q4f01>tOt t01 

We can't tell what's going to be a hit. 
We'd be really happy if some of 
our raunchier stuff were hits. But it's 
never worked out that way. I don't 
think we're any more laid back 
now than we ever were. I think we're(' 
a little edgier than we used to be. IOIX=4PO4 1.- 4 

MR &M: What do you think about 
CD's; are they going to make it? 

BD: They're great. I think they'll 
do well, but it's going to take a while 
until the prices come down. 

MR &M: How do you feel about 
digital recording? 

BD: I don't know. So far, I think, 
just to be able to hear it as good as the 
stereo master in the studio at home is 
a real boon, ya know. Whether it 
needs to be tracked on a digital 
recorder or not, I can't say. As far as 
rock goes, sometimes it sounds a lot 
better off the tape machines than it 
does live so, therefore, why bother. 
But, I think with the CD, just to have 
it sound as good as it does in the remix 
room at home, it's a real benefit. 

$041 X 

rewind at different speeds, start up 
at different speeds, and the relays are 
at different times. It was a kind of a 
pain in the ass. I suppose if there were 
two identical machines, it would 
work out better. 

MR &M: What kind of synchronizer 
was used? 

BD: We used a Q -Lock. But all my 
experience with running two ma- 
chines is that it's almost more trouble 
than it's worth. 

MR &M: Do you use noise reduc- 
tion or do it without at 30 ips? 

BD: No, did we ever make a Dolby 
record? I don't know. 

JB: No. On (producer) Martin 
Birch's records he would use Dolby 
on everything except drums. 

BD: Usually we don't use noise 
reduction. I don't think most records 
use it. 

MR &M: What studio(s) did you use 
for recording and mixing "Revolu- 
tion By Night ?" 

BD: The basics were done at 
Boogie Hotel and a couple of tunes 
were redone at the Automat. 

Rick D: We also used Kingdom 
Sound a couple of weeks for overdubs. 

BD: The mixes were done at the 
Automat. 

MR &M: When you do the rhythm 
tracks, do you do room mic'ing for a 
"live" sound? 

BD: We do some room mic'ing, but 
wind up not using much of it. Most of 
the ambience on the drums is from the 
room itself and the close mies, because 
the room at Boogie Hotel is very live 
and very good sounding. But we don't 
use a lot of the far away (Neumann) 
U87s in the mix. Any additional 
ambience is usually an Eventide 2016 
or a Lexicon 224X. 

MR &M: Any use of live chambers 
or plates on "Revolution By Night ?" 

BD: No, all echo and ambience was 
electronic. There was an EMT 140, 
but I don't think it was used for that. 

MR &M: Do you know if any of the 
studios that you use have a special 
control room design, LEDE, etc. 

BD: I don't think so. I don't think 
either Boogie, Kingdom or the Auto- 
mat mix room (studio C) is a trade- 
mark design. 

MR &M: What kind of boards do 
they have? 

BD: Boogie has the new Neve. Most 
of our last record was recorded on the 
Neve. Kingdom has a Trident TSM 
and the Automat also has a Trident 
TSM. 

MR &M: How about isolation 
booths? Do you usually use any for 
drums, guitars or bass or use any 
direct feeds? 

BD: It's mostly direct bass, al- 
though we do use mic'ed feeds. The 
keeper vocals get overdubbed, 
usually in the same studio room. 

RD: All of Buck's stuff on "Revolu- 
tion" was done in a cement block 
room. Nothing covering the walls, 
just cinderblocks. 

BD: It was a real live room, but it 
really wasn't used for that sound. It 
was all baffled down to sound fairly 
civilized. Joe and I both use wire- 
lesses. We have Nady diversity 
systems that are really good. So we 
all can be in the drum room, but the 
amps can be elsewhere in the Hotel. 

MR &M: Are your vocals cut live at 
the same time? 
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BD: Sometimes. 
MR &M: Who did the production 

on your last record? 
BD: Bruce Fairburn. There was a 

lot of input on the mixing, and we all 
worked on certain things. Dave 
Whitman engineered. He was there 
EVERY day. 

MR &M: In all the studios? 
BD: He was every place except for 

Kingdom. For some of the overdubs 
Ken Kessie, the engineer who worked 
on my solo album, was there. Whit- 
man also did some engineering at the 
Automat. Ken did a great job of 
engineering there, too. But Dave was 
the primary engineer on the project. 

MR &M: How about instruments- 
guitars, amps, etc...? 

BD: Guitar -wise, nothing really 
radical. I use a Boogie head and a 
4x12 cabinet, sometimes with a 
Crown power amp. For guitar amps 
we use Boogies, Labs, Rolands, and 
Hiwatts. Also Flag cabinets with 
Celestion speakers. My guitars are a 
Les Paul, a Vulcan, which is my main 
guitar, and a Phil Kubicki mini 
guitar. 

MR &M: How about your bass set- 
up, Joe? 

JB: I use the Music Man bass, the 
single pickup model, and a Music 
Man head through one of those new 
Boogie 15 -inch cabinets. That's my 
mic'ed amp. The direct box I use is a 
Countryman. 

BD: Allen uses a Lab amp with 
4x12 and a Les Paul. But I think 
mostly everything he does on the 
record is keyboards. The keyboards 
are more important than they used to 
be. And Eric uses a Boogie head with 
4x12 cabinet with Celestion speakers 
and a Strat. 

MR &M: Besides Allen on synthe- 
sizers, you used Larry Fast on your 
last record. Did he program, play, or 
both? 

BD: He mainly programmed the 
synthesizers for the tunes. He didn't 
really play the parts. 

JB: We had Larry for about a day 
and a half, and he was just using the 
very basic Memory Moog and some 
ambiance effects. 

BD: I guess Larry's responsible for 
half of the factory presets for the 
MemoryMoog. He can really make 
the thing talk. 

RD: For the other keyboards, we 
used a Prophet 5, an OB8, a Grand 
Piano, and a Yamaha CP70. 

JB: I think that's about the average 
amount of synthesizers we've used for 
the last couple of records. 

MR &M: Rick, what kind of drums 

and set up do you use? 
RD: The Ludwig kit that I use has 

four toms; my mounted toms are 9x10 
and 10x14 and my floor toms are 
16x16 and 16x18. I used a 6% x 14 
bronze metal snare. The bass drum 
for our last record was the studio's. I 
don't even know what kind it was. All 
I know is that it was 24x14 and 
Japanese. 

MR &M: Why a bronze metal 
snare? That's unusual. 

RD: Ludwig came out with it a 
couple of years ago, and it's the best 
sounding snare that I have. The 
bronze snare has a better crack; it's 
just more what I want to hear from a 
snare, more crack, not real thuddy. 

MR &M: What kind of heads on the 
drums? 

RD: I use Ludwig Silver Dot heads 
on top, except for the 16x18 floor tom 
which has a Remo Pinstripe. Heavy 
clear heads are on the bottom of all 
the drums. 

MR &M: So two heads are used on 
every drum? 

RD: Yeah, bottom heads on every 
drum in the studio. I use wood - 
tipped, hickory sticks and started 
with a wood bass drum beater, but 
ended up with a felt one. Cymbal - 
wise, I use Zildians all around, and a 
couple of their new Amir line. They 

of the bass drum, and you get 
confused sometimes. So you use the 
nice sweet sounding cowbell and play 
most of the tracks with that. 

MR &M: Do you just overdub the 
Simmons or play them live with the 
drum set? 

RD: The kit and the Simmons are 
used together at all times. I never use 
the factory settings in the Simmons 
because they're pretty middle- of -the- 
road sounding, and I wanted to go for 
some more interesting settings. The 
Simmons gives you the capability of 
programming three of your own 
sounds. I use the Simmons in con- 
junction with my kit. I never played 
the Simmons just as Simmons. I find 
it better because you can get a better 
feel for playing the live kit, and using 
the Simmons for effects and accents. 

MR &M: How about mic'ing -any 
special mics? For example, tube U47 
for vocals or anything special? 

BD: Mostly Neumann's U87 or 
U47 FETs. 

MR &M: And what about for 
guitars? 

BD: I'm partial to Beyer 160s. 
JB: I think the mic on the bass amp 

is usually a Sennheiser 421, or an 
Electro -Vòice RE20. 

MR &M: Drum mics? 
RD: On the toms we use 421s, and 

Most of the ambience on the drums 
is from the room itself and the 
close mics, because the room at 
Boogie Hotel is very live and very 
good sounding. 

seem to be a more "pitched" or 
"tuned" cymbal. They have a very 
quick decay, and a nice fast crash 
that you don't have to worry about 
choking afterwards. 

MR &M: You're also using Sim- 
mons drums and a Drumulator. Do 
you play to a click track and overdub 
to that, or play to the Drumulator? 

RD: We started without clicks. On 
the last album we went through one 
or two songs without clicks, and then 
we used Donald's Drumulator and 
came up with something that was 
pleasing to listen to in the phones. 

BD: The cowbell on the Drumulator 
was better to use than the click track, 
because the cowbell could be placed 
in your headphones easier, and it 
didn't get lost when you were trying 
to follow it. The click sometimes 
sounds like an upper bass note or part 

either Sony condensors or 421s on the 
high -hat and snare. We have U87s for 
overheads, and I'm not sure what we 
use on the kick. 

BD: I think it's a "Shaver" (Senn - 
heiser, MD421). 

MR &M: Do you do the rhythm 
tracks for all the songs first, and the 
overdub, or complete one tune at a 
time? 

BD: On our last album we - did 
about a week of rhythm tracks, and 
several overdubs. 

JB: We got all the rhythm tracks in 
about six days. 

RD: Everybody played at once, too. 
It wasn't just bass and drums first. 

MR &M: So, it was pretty much 
"live" in the studio, with vocal and 
lead overdubs, as opposed to starting 
from a click track and layering up 
from there. 
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BD: Yeah. 
MR &M: I understand that you 

once rebuilt the song "Shooting 
Shark" using only the sync track of 
the Drumulator after it was already 
completed. 

RD: Yeah. The first version of the 
song was recorded during the initial 
basic track sessions. Then there was a 
problem with the vocal, and when 
Donald was out in San Francisco, he 
ended up rewriting the song, coming 
up with different bass and drum 
parts. So we could change some parts 
and keep others by using the Drumu- 
lator sync track as a constant. The 
drum part was changed, and a new 
bass part added -then it worked 
with the vocal. The whole drum track 
came from the Drumulator, with 
Simmons and cymbal overdubs. 

MR&M: Who writes your material? 
Is it an equal contribution? 

BD: Pretty much. 
JB: We searched for a lot of outside 

material last time and came up with 
a few songs that made the record, as 
well as our own stuff. 

RD: We probably gave more lee- 
way to outside stuff than ever before, 
I guess. 

JB: It's a great facility. You can 
live there. 

BD: Boogie's a good environment, 
just to be there. 

JB: It's not located too far from our 
homes, but it's far enough away so 
that we aren't distracted by our home 
life. 

BD: It's really good. 
RD: Yeah. We can really set our 

own schedule. We all sort of like a 
pretty "normal" schedule. We at least 
try to set a starting hour and an 
ending hour, and you can do that 
there. We can all crawl into the studio 
at about oneish or so and know that 
we could work until 10, 11, whatever. 

MR &M: Not too many hot tubs for 
distractions? 

BD: It's not really a hot tub kind of 
place. 

MR &M: George Geranious is your 
live sound man. Does he bring a lot of 
special equipment or outboard effects 
to be able to reproduce the sound of 
your records? 

JB: George has been mixing our 
sound for over ten years. He has a full 
range of effects to use live. 

MR &M: So you can reproduce any 
sound or effects on your records? 

000000000000000r000000000r000r00 

New bands have it a lot tougher 
these days than we did. Our first 
album was done on an eight track 
machine. But nowadays you have to 
have the first record pretty much 
in the can before the record 
company signs you. 
00000000000000000000000000000000 

JB: We're just looking for the best 
possible material that fit in the BOC 
vein. 

MR &M: Do you like recording 
better with pre -production rehears- 
als as opposed to going into the studio 
and working out the tunes from 
scratch there? 

JB: I think you'll end up with a 
better record. 

BD: I don't think it matters. 
JB: (Laughs) How's that for 

diversity? 
RD: I like this (rehearsal) way of 

doing it. I also like working out at 
Boogie Hotel. And staying there. 

JB: Real close, or even surpass 
them. 

BD: Yeah, you know a lot of our 
effects get a lot punchier live as 
compared to the studio versions. 

RD: And George also has been 
around long enough that everybody 
knows exactly what he hears, and 
trusts him. It's not the type of 
situation where a band hires a guy 
not knowing what type of live mixer 
this person is, and they go out never 
really knowing how they're coming 
across. George doesn't work for a 
sound company, so his first interest is 
with the sound of this band. He's not 

really worried about keeping the 
sound system going, and keeping the 
act under the sound company's belt. 
A lot of bands have that type of 
situation. Our relationship is really 
true. It's a really good working 
situation. 

JB: He lets us know if our sound is 
right on stage; we pretty much work 
it out together. 

RD: George is responsible for the 
way this band sounds live, and 
everybody trusts him. 

JB: He also does pre -production 
demos for us. He's responsible for a 
lot of the ground work for the demos 
that we make before we go into the 
studio. 

BD: We do pre -production in our 
home studios like my semi -pro studio 
here. 

MR &M: What do you think about 
home studios? 

BD: Oh, they're great. I've been an 
amateur recorder since the Teac 
days, around 1975, all the four track 
stuff. It really helps, ya know, even 
for all those people out there who 
don't have recording contracts. Just 
to have the four track stuff, even to 
this day, really helps what we do. It 
gave me, personally, a lot more 
insight into the process of recording 
than I had beforehand, because we 
made three or four records before the 
Teac machines were available. 

MR &M: So you recommend that 
new bands get a small recording 
setup together. 

BD: Sure. 
JB: As soon as possible. 
BD: Jump in and get one. 
JB: They're getting less expensive 

all the time. 
BD: I think it's great. You realize 

firsthand so much more when you 
actually do home recording before- 
hand. 

MR &M: Do you think that nowa- 
days it's good for a musician to also be 
a bit of a technician because of the 
complexity of recording equipment, 
instruments, and technology? 

BD: I think you have to be, sure. 
JB: Yeah. New bands have it a lot 

tougher these days than we did. Our 
first album was done on an eight 
track machine. But nowadays you 
have to have the first record pretty 
much in the can before the record 
company signs you. 

MR &M: Any closing comments or 
final statements? 

RD: Let's put it this way, we've 
heard people say, "You guys are still 
around ?" 
The band is still here... 
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Ask Dr. Knobs 
producers, audio engineers, and 
hobbyists often come across 
situations and problems in 

everyday recording endeavors which 
do not lend themselves to easy an- 
swers. This column should help 
straighten out many of the questions 
that leave recording professionals 
scratching their heads and perform- 
ing human sacrifices in the control 
room. Dr. Knobs brings many weeks 
of hands -on recording experience to 
the readers of this publication, since 
he has spent painstaking hours leaf- 
ing through db, Modern Recording & 
Music, and Rolling Stone magazines. 
He holds a bachelor's degree in 
Acoustical Sciences and Stuff from 
Death Valley University, and listens 
to lots of records that were produced 
by some of the world's finest studios. 

Dear Dr. Knobs, 
How can I persuade the owners of 

the studio where I work to upgrade 
our analog recording equipment 
with state -of- the -art digital ma- 
chines? They don't seem to compre- 
hend that the improvement in audio 
quality would be worth the invest- 
ment. 

-Mel Z. 
East Clintwood, NY 

Dear Mel, 
Sneak into the bookkeeping office 

some evening and substitute an abacus 
for their computerized billing devices. 
I'm sure they'll appreciate your light- 
hearted approach and begin to see 
things your way. 

Dear Dr. Knobs, 
I just heard a live radio interview 

program in which singer Lou Gramm 
of the rock group Foreigner men- 
tioned that he had sung lead on many 
of the tracks from the band's most 
recent album Agent Provocateur 
while actually standing in the control 
room. He felt that it improved his 
performance to be in the listener's 
perspective, and he also enjoyed the 
benefits of being surrounded by his 
fellow musicians as he sang. I'd like 
to try this arrangement for an up- 
coming session in my 24 -track facility. 
Are there any special technical 

MODERN RECORDING & MUSIC 

adjustments or considerations to be 
applied to such a situation? 

-Dick H. 
Twiddle, FL 

Dear Dick, 
This unusual concept is very excit- 

ing, and can bring out a thrilling 
performance. It must be noted, though, 
that unwanted sounds created by tape 
deck transports, flipping switches, 
heat and air conditioning ducts, or 
people coughing, mumbling, or creak- 
ing their chairs could all find their 
way to the master tape. Therefore, at 
the time the vocals are recorded, it 
would be a good idea to relocate the 
multitrack tape machine and master 
control console to a remote location. 
Musicians and technical personnel 
should also be asked to remain clear 
of the microphone's pickup pattern. 
An ideal location for both the equip- 
ment and people might be your studio's 
vocal booth. 

Dear Dr. Knobs, 
I am the proud owner of a new 

digital recording facility, but I now 
find that breathing sounds from 
singers and players of various wind 
instruments are often quite audible 
on final tracks. Is there any reliable 
method to eliminate these objection- 
able noises? 

-M. F. 
Asth, MA 

Dear M. F., 
A leading German recording engi- 

neer, Dr. Hans Aufderbord, has de- 
veloped a device which solves this 
problem. It's called a De- Respirator, 
and its operation is quite simple: A 
servo known as a Tracheoconstrictor 
attaches to the performer's throat, and 
with a sensing unit similar to a noise 
gate, a signal from the strangulator 
control chip automatically and in- 
stantly clamps the performer's wind- 
pipe shut when there is no desirable 
musical information present. The 
unit is available in the U.S. through 
Garotte Industries of Telmi, MO. 

Dear Dr. Knobs, 
I own and operate a small 16 -track 

studio in the basement of my home. 
My wife assists by keeping the books, 
scheduling sessions, and providing 
refreshments for clients. I have just 
learned that she has been having 

brian battles 

affairs with every musician who 
comes in. Should I confront her with 
this situation and insist that she put 
a stop to it? Her office skills are 
indispensable, and many clients say 
that they recommend my studio so 
highly because of the excellent 
"snacks" they are served. 

-Les C. 
Cuckold, CA 

Dear Les, 
You can short the outputs by making 

sure no circuits are open and attach- 
ing some sort of gate to the main 
junction box. If you find a bad con- 
nection still present, you might pre- 
vent undesirable oscillation by shield- 
ing the female inputs with a high - 
resistance pad. Lay down some test 
tracks, keeping the board fully pinned. 
If saturation occurs, perhaps a patch 
inserted will temporarily shunt 
emissions to another source where 
there's more resistance. Let me know 
how it turns out, and send along a few 
detailed drawings or photographs of 
your completed installation. 

Dear Dr. Knobs, 
I am the Production Director at an 

FM radio station. I am often very 
envious of the studios featured in 
magazines like yours, because our 
production room is far from state -of- 
the -art. We are equipped with one 
antiquated full -track mono reel -to- 
reel deck, a simple four -in /one -out 
console, and a single cart machine, 
all of which were installed quite 
poorly. We also have problems with 
loud hum from fluorescent lights and 
sound leaking in through the single - 
pane windows. Any ideas on how we 
should go about fixing up the studio? - Serena T. 

Daugawn, ME 

Dear Serena, 
It may come as a comfort to know 

that radio stations like yours are 
common, and many times I have 
heard of prodding owners to upgrade 
new studios by pouring a couple of 
pints of gasoline on the poor -quality, 
offensive equipment, tossing a lit 
match, and running like hell. Your 
radio station may then very well find 
it economical to replace the equipment 
with more reliable and better -quality 
production facilities, and to replace 
you with a more reliable, better - 
quality production director. 
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Peavey DECA /700 Power Amplifier 

General Information 
The letters DECA in the model number designation 

of this high -powered amplifier from Peavey Elec- 
tronics Corporation stand for Digital Energy 
Conversion Amplification. Admittedly quite a 
mouthful, this DECA technology is but one of the many 
innovative design features that distinguishes this 
remarkable amplifier from other run -of- the -mill 
sound reinforcement amps. In fact, we were so 
impressed with the sound quality of the amp that we 
wondered why Peavey has confined its application to 
sound reinforcement. The amplifier is accurate 
enough to serve as an audiophile's high -fidelity 
component, and we suspect that once word gets out 
about its qualities, it will find its way into better home 
music systems as well. 

As for DECA, as Peavey explains it (deliberately 
holding back some of the really nitty gritty details for 
competitive reasons), the technique involves the 
analog audio input interfacing with a novel digital 
power supply which delivers signal to the load. While 
conventional amplifiers utilize basically separate 
power supplies and amplification circuits, the DECA 
technique integrates these separate functions into one, 
thereby eliminating significant complexity and 
maximizing efficiency. The input analog signal level is 
processed by digital technology and converted into a 
digital format for the two quadrant energy pump 
systems. The steady -state digital conversion rates 
exceed 25 times that of the full audio spectrum to make 
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certain that no possible introduction of unwanted 
frequency components will occur. A highly simplified 
block diagram of the arrangement is shown in Fig. 1. 

Input 

DDTTM 

Analog input 

Feedback conditioning circuit 

Signal energy 
level quantizer 

Digital 
energy pump 

Digital control circuitry 

Current 
reservoir 

Output 

1:1(I 

Figure 1. Simplified block diagram of Peavey's 
DECA /700 amplifier circuitry. 

A circuit called a signal energy level quantizer is 
used to define the signal energy necessary to faithfully 
reproduce the analog signal both in terms of frequency 
and amplitude. This signal level quantizer then 
analyzes the input signal and converts it into the 
appropriate digital format for processing throughout 
the high- efficiency digital circuitry. The quantizer 
then drives the two quadrant energy pumps which are 
really the heart of the system and are capable of 
handling tremendous power levels with practically no 
heat dissipation. The energy pumps transfer quantum 
energy units into the current reservoir. High 
efficiency energy recovery semi- conductors and the 
current reservoir together transfer the energy to the 
speaker load as required. 

The "bottom line" of all this technology is that Peavey 
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ends up with an amplifier that is around 90% efficient. 
It dissipates very little power when operating. For 
example, a conventional class B or class AB 300 watt 
(rated) amplifier delivering 100 watts would draw 
about 300 watts of power from its power supply, of 
which about 150 watts would be dissipated in the form 
of heat in the output devices. By contrast, an amplifier 
designed using Peavey's DECA technique, delivering 
the same amount of power, would draw only a little 
more than 100 watts from its power supply and only 
about 10 watts would be dissipated in the form of heat. 
The high efficiency and low dissipation of the 
DECA /700 results in an extremely compact and cool 
running unit that requires no cooling fan. 

The Peavey DECA /700 incorporates another 
important feature; one that is unrelated to the digital 
circuitry but which will be widely appreciated by most 
pro users. Peavey calls this circuit their DDT 
compression system and the initials stand for 
"Distortion Detection Technique." This circuit senses 
conditions which indicate increased distortion well in 
advance of actual clipping and which activate 
compression to prevent overload. 

Control Layout 
The front panel of the DECA /700 amplifier is 

logically divided into three main sections, two of which 
are identical for Channels A and B. These control 
sections each have a sensitivity or input level control, a 
vertical bank of LEDs which are calibrated both in dB 
and in percent of full rated power, a "DDT Active" 
indicator which shows when the DDT circuit is 
actually compressing signals, a "Thermal Fault" 
indicator which indicates any interruption in 
operation due to thermal overload on either amplifier, 
and a "Line Fault" indicator which tells you about any 
interruption in either channel due to an output line 
fault such as a short circuit. Fault protection circuitry 
will automatically restart the amplifier approximately 
four seconds after the fault has been cleared. The 
center area of the pane) contains a rocker type power 
ON /OFF switch. 

Examining the rear panel, we concluded that 
Peavey had thought of just about every conceivable 
input and output connection requirement. There are 
balanced XLR connectors and unbalanced Vi-inch 
phone jack connectors for the inputs. There are 
conventional binding posts for the outputs as well as 
paralleled phone jacks and there are also line -out jacks 
which make it easy to connect the same signal inputs to 
several of these power amplifiers at once. A three - 
prong male receptacle accepts the heavy duty IEC- 
type power cord supplied separately with the 
amplifier. There's also a mode switch which allows 
bridged operation of the amplifier, for an output of 
approximately 700 watts into a single 8 -ohm load. 
Finally, there are two DDT compression defeat 
switches. With these switches defeated, the amplifier 
can deliver even higher power than specified in the 
published specs, but of course at somewhat higher 
distortion levels. 

Laboratory Measurements 
The Peavey amplifier delivered a clean 350 watts of 

power into 4 -ohm loads (that's the load impedance 
specified by Peavey) for a distortion level of only 0.09 %. 

At that rated impedance, distortion was less than 0.1% 
even at the frequency extremes of 20 Hz and 20 kHz. 

MODERN RECORDING & MUSIC 

As usual, our VITAL STATISTICS chart at the end of 
this report shows operation under 8 -ohm load 
conditions as well as additional measurements which 
we consider to be significant. What we couldn't convey 
in the chart is the excellent manner in which the DDT 
circuit prevents severe square -wave type clipping, the 
type of clipping that is often responsible for blown 
loudspeakers (especially high- frequency drivers). 
Nor does the chart convey the fact that the transient 
response of this amplifier was superb. We could detect 
no evidence of any slew- induced distortion, nor were 
we able to detect any evidence of TIM (Transient 
Intermodulation Distortion) using a wide variety of 
test signals for that purpose. Input sensitivity for rated 
output measured exactly 1.0 volt, as claimed, so you 
should have no trouble driving this amp from any 
console, mixer or, for that matter, from any 
preamplifier of the domestic variety. 

Comments 
The DDT circuit is actually audibly even more 

impressive than the DECA technology, since it makes 
it almost impossible to drive this amplifier into audible 
clipping or overload. Don't confuse this DECA 
circuitry with ordinary so- called Class D or "switching" 
amplifiers. We have, over the years, tested any number 
of Class D amps and have usually found that their 
disadvantages, such as RF radiation and heavy 
required shielding all but outweighed their efficiency 
advantages. That was not the case with this Peavey 
unit. We checked it out for possible interference and 
radiation into other equipment and even when we were 
as close as two feet or so from TV or FM receivers, or 
next to high -gain tape recorder or phono stage 
preamplifier circuitry we could detect no audible 
"sputtering" such as that commonly encountered with 
early Class D amplifiers in the past. 

Peavey makes no secret of the fact that the digital 
circuitry does employ RF frequencies that might, 
under some circumstances, cause forms of RF induced 
interference in other equipment. They even have a 
paragraph on the back of the operating manual which 
is entitled "Class B Computing Device Information to 
User." It's the same paragraph found in the owner's 
manuals of many personal home computers. But 
whereas we have run into such computers which raise 
all kinds of hell with TV sets and radios if they are 
turned on within a few yards of such equipment, the 
Peavey DECA /700 exhibited no such problems during 
our listening tests. Yet, an examination of the innards 
of the amplifier did not disclose the kind of elaborate 
RF shielding that has been found necessary in more 
typical Class D switching amplifiers. 

If you didn't know that this special kind of digital 
circuitry was being employed in the DECA /700, you 
would swear that this amplifier was configured as a 
Class A device. It has that clarity of sound -especially 
at low listening levels -that is typical of Class A 
designs. But no Class A amplifier could ever put out 
the kind of awesome, clean power delivered by the 
Peavey DECA /700 and be as compact and as cool - 
running as this remarkable unit built in Meridian, 
Mississippi. Hartley Peavey and his people have come 
up with a winner here. Mr. Peavey and his company 
have certainly come a long way since he decided to 
build amplifiers and musical instruments "full time" 
back in 1965. 
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SPECIFICATIONS 

PEAVEY DECA/700 POWER AMPLIFIER: Vital Statistics 

MFR. CLAIM MR &M MEASURED 

Continuous Power for Rated THD, 
(W) (8 ohms, 1 kHz) N/A 

Continuous Power for Rated THD, 
(W) (4 ohms, 1 kHz) 350 

FTC Rated Power (20 Hz to 20 kHz) (W) N/A 
THD at Rated Output, 1 kHz (8 ohms) ( %) N/A 
THD at Rated Output, 1 kHz (4 ohms) (oh) 0.1 

THD at Rated Output, 20 Hz (8 ohms) (%) N/A 
THD at Rated Output, 20 kHz (8 ohms) ( %) N/A 
IM Distortion, Rated Output, SMPTE ( %) N/A 
IM Distortion, Rated Output, CCIF ( %) N/A 
IM Distortion, Rated Output, IHF ( ° /o) N/A 
Frequency Response @ 1 W, Hz -kHz 

(For -1 dB) 
S/N Ratio, Re: 1 W, "A" Weighted, 

IHF (dB) 
S/N Ratio Re: Rated Output, 

"A" Weighted (dB) 
Dynamic Headroom, IHF (dB) 
Damping Factor, @ 50 Hz 
IHF Input Sensitivity (Volts) 
Input Sensitivity Re: Rated Output (Volts) 
Slew Rate (Volts /Microsecond) 
Power Consumption, Idling (Watts) 
Power Consumption, Maximum (Watts) 
Dimensions (W" x H" x D ") 
New Weight (Pounds) 
Suggested Retail Price: $799.50 

5 to 20K 

N/A 

95 db 
N/A 
N/A 
N/A 
1.0 Volts 
N/A 
N/A 
800 
19 x 3.5 x 13.5 
30 lbs. 

Circle 35 on Reader Service Card 

200 

350 
N/A 
0.1 

0.09 
0.2 
0.3 
0.2 
0.022 
0.06 

5 to 26K 

76 dB 

101.5 dB 
1.0 dB 
50 
100 mV 
Confirmed 
See text 
N/A 
780 
Confirmed 
Confirmed 

LEAF*ART OF RECORDING 

The leader in training tomorrow's music professionals. For over a 
decade, hundreds of engineers, as well as producers and 

recording artists have made their start at The Recording 
Workshop -a practical, hands -on approach where the 

studio becomes a working classroom. 

Choose from 7 sessions per year: 
Early Summer '84 
Late Summer '84 
Early Fall '84 
Late Fall '84 
Winter '85 
Early Spring '85 
Late Spring '85 

4444'tJ44'.4.4.4 

No previous experience necessary 
Lectures by top music pros 
The largest and most equipped record- 
ing school /facility of its kind 
Extensive hands -on experience in 24, 
16 and 8 -track music recording and 
mixing 
Training in commercial production, edit- 
ing and tape machine alignment 
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Seminars on the newest technologies - 
digital recording, the Digital Disk, MIDI 
interface and computer drums 
On campus housing available 
Licensed by The Ohio State Board of 
School and College Registration 
#80- 07 -0696T 
Sessions are 5 weeks long with an op- 
tional 6th week of maintenance training 

June 11 - July 13 
July 30 - Aug. 31 

Sept. 17 - Oct. 19 
Nov. 5 - Dec. 7 
Jan. 7 - Feb. 8 

Feb. 25 - March 29 
April 15 - May 17 

ENROLLMENT IS LIMITED -FOR FREE BROCHURE, CALL OR WRITE TODAY 
(TOLL FREE) 800-848.9900 (OHIO + NON U.S.) 614-663.2544 

THE RECORDING WORKSHOP -455 -U MASSIEVILLE RD. CHILLICOTHE, OHIO 45601 

NAME AGE 

ADDRESS 
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Understanding the Specifications 

This month's directory is focused on that all cr itical component- -the 
power amplifier. The nine specifications in our tables (ín addition 
to the product physical description columns) were chosen to assist in 
the understanding and value of the equipment. The price would normal- 
ly vary according to the quality of the circuitry, hence initiatin 
the classic dollar vs. value dilemma. 

As with any piece of audio equipment there are always exceptions to 
the high quality /high price rule. Also, in some cases, sacrifices in 
certain specs might be made in order for the buyer to attain certain 
other desired features. In order to be unbiased, all manufacturers of 
which we are aware are included. (You may note that a manufacturer of 
which you may be aware is absent. We contacted everyone several 
times, but if they don't send info, we don't have them in the 
charts.) 

You may also note that some specs asked for are not always included. 
You can assume that the company individual that filled out our forms 
may not have had all the specific facts at his disposal. We stress 
that this is by no means a cover -up by the manufacturer. It ma 
simply indicate that the response was not verified at certain rat 
ings (ie:IM, * watt, %.) 

The Specifications 

In our charts we have separate columns for * watt and full rated pow- 
er in both intermodulation and total harmonic distortion. The á 
watt IM and THD numbers refer to the percentage of ,distortion while 
operating at low to moderate listening levels such as would be encoun- 
tered in small studios with monitors and /or when listening with head- 
phones. Distortion should be very low at these levels, since your ear 
is most sensitive to non -linearities (dissonance) at such levels. 
The rated power IM and THD, on the other hand tells you what the am- 
plifier is doing when it is doing all it can; that is, at maximum pow- 
er such as you would likely only encounter in multi-speaker rigs or 
at peak musical levels in studios. 

Continuous power /channel is all channels of an amplifier with a com- 
mon power supply driven to just before distortion /clipping --in other 
words, the maximum undistorted power the amplifier can provide. It's 
important to know that there is a relationship between amplifier pow- 
er ano rated handling capability of speaker systems. In a home /studio 
system this is relatively unimportant. Speakers rated at 150 watts 
cound be used with 300 watt amplifiers under these conditions. 
However, in a multi -speaker system such as is used in large areas (in- 
door and outdoor) careful matching of amplifier power and speaker 
load capabilities is required. 

HIgh level sensitivity given in volts, is important in that this volt- 
age must come from your console or preamp if you are to be able to 
drive the amplifier to full power. 

Power bandwidth is the frequency range over which a power amplifier 
produces at least one half of its rated output power. This is most 
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,(e?( presents... 

600 watts MOSFET 
300 watts per channel @ 4 ohms, 

$44900 
"PHASE- CONTROL -REGULATIONs® 

Soundcraftsmen's revolutionary new High -Efficiency 
Patent -Pending circuitry makes possible high power, low 
weight, and true "audiophile" musical performance, as 
well as "the amp that won't shut down" reliability. 
Len Feldman's test report in the June issue of Modern 
Recording and Music rates the PCR800 as "...a 'pro' 
piece of gear in a more important sense. No 
matter what load this amp sees, it will continue 
to operate.. :' 
4 -Page test report reprint available on request -circle 
Reader Card #, write, or phone (714) 556 -6191. 

It just might be the perfect amplifier for 
Recording Studio, Nightclub, Disco or... ?? 

Soundcraftsmen manufactures a complete line of 
Professional Equalizers, Real -Time Analyzers and Power Amplifiers 

m tlII1INl 

iillliÌl ' nu 

1141' ""1 'r1111t1h, 
.inflllNr Itr...+n 

map 

Write to us now tor complete 
details and an Engineering White Paper 
describing Phase- Control -Regulation 

2200 So. Ritchey, Santa Ma. California 92705. U.S.A. /Telephone 1714) 5566191/U.S. Telex/11W 910-595 -2524 Inlernabonal Telex: 910- 595- 2524/Ansrier-tack Code SNDCRFTS1IN SNA 

Circle 41 on Reader Service Card 

critical at bass and high end extretes, where at least 1- 31f power ( -3 

dB) is needed . 

Frequency response at 4 watt is tie specification whicl descritas 
what the frequency response is whe: the signal varies n 311Flituca, 

generally less than 3 dB. Obviously, the flatter the response (lower 
dB) the better. This is for the most par: one of the mO5 =_ignif_cant 

specifications when comparing amplifiers. The circuit/7 -i,rolved =n 

producing a "flatter" response takers more spphistication therefore 
necessitating a higher price. The benefit of having amplification 
with a flatter response is more accLrate reproduction with amplifica- 
tion and this superior circuitry probably results in tet_ar di.ator- 

tion specifications. 

The other speis on our chart have to 3o with physical cri:,racter_s- 

tics such as number of channels, c_mension, weight and, :f course. 
price. Note that virtually all amplifiers fit standard 9 -arch mots 
so if this is important to you, note it -3srticularly. 

In the Features column, we have a -lowec the manufacturer rebat ive_; 
free rein. Here, they are permitted to _ell you what is special abort: 

their product, and for the most :art, they have tries :o dc joa 

that, telling you their particular 3pprcach to the practi_ 1 comp-o - 
mises necessary between features and price 

MODERN RECORDING & MUS C 31 
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List of Manufacturers 

AB Systems 

11480 Sunrise Gold 
Rancho Cordova, CA 95670 

Altec Corporation 
P.O.Box 26105 
Oklahoma City, OK 73126 

Ashley Audio, Inc. 

100 Fernwood Ave. 
Rochester, NY 14621 

BGW Systems, Inc. 

13130 S.Yukon Ave. 
Hawthorne, CA 90250 

Biamp Systems, Inc. 
P.O.Box 728 

Beaverton, OR 97075 

Bryston Ltd. 
57 Westmore Drive 
Readale,Ontario, 
Canada M9V376 

Carver Corporation 
P.O.Box 1237 

Lynwood, WA 98046 

Carvin Mfg. Corp. 

1155 Industrial Ave. 
Escondido, CA 92025 

Cerwin -Vega 
12250 Montague St. 

Arleta, CA 91331 

Crest Audio 

150 Florence Ave. 
Hawthorne, NJ 07506 

Crown International 

1718 W.Mishawaka Rd. 

Elkhart, IN 46517 

Fostex Corp. of America 
15431 Blackburn Ave. 
Norwlk, CA 90650 

GLI /Integrated Sound Systems,Inc. 
1227 Walt Whitman Road 
Melville, NY 11747 

The David Hafler Co. 

5910 Crescent Blvd. 
Pennsauken, NJ 08107 

Hill Audio Inc. 

231 Marquis Court 
Lllburn, GA 30247 

JBL -UREI Inc. 

8500 Balboa Blvd. 
Northridge, CA 91329 

Panasonic Industrial Co./ 

Pro Audio Systems 
1 Panasonic Way 
Secaucus, NJ 07094 

Peavey Electronics 

711 A Street 
Meridian, MS 39301 

QSC Audio Products, Inc. 

1926 Placentia Ave. 
Costa Mesa, CA 92627 

Ramsa -see Panasonic 

Rane Corporation 
6510 216th SW 

Moutlake Terrace, WA 98043 

RolandCorp US 
7200 Dominion Circle 
Los Angeles, CA 90040 

St.Louis Music Supply/ 

Audio Control 
1400 Ferguson Ave. 
St. Louis, MO 63133 

Soundcraftmen 
2200 So. Ritchey 
Santa Ana, CA 92705 

Sunn Electronics 
19350 SW 89th 
Tualatin, OR 97062 

UREI -see JBL 

Yamaha Internationa Corp. 

Combo Division 
6600 Orangethorpe 
Buena Park, CA 90622 
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craig anderton 

J Sound NR -8 Noise Reduction Unit 

You've probably seen the ads from LT Sound 
offering factory direct prices on rack -mount 
recording studio equipment (compressors, 

reverb, parametric equalizers, and so on). Anticipat- 
ing that most people might be reluctant to send off 
their bucks to some company whose equipment you 
won't find in a store, LT Sound offers a demo record, 
15 day satisfaction guaranteed "trial," two year 
warranty, and a toll -free 800 number. Still, as someone 
who had never had any experience with LT Sound 
equipment prior to this interview, 1 was curious 
whether they could back up their claims of better 
performance at lower prices with appropriate 
hardware. Did they? Read on for the answer... 

What is it? The NR -8 is an eight -channel noise 
reduction unit that fits in a single- space, rack -mount 
package. Although it costs less than eight channels of 
dbx (the NR -8 lists for $795.00), it gives approximately 
the same main specs -up to 30 dB of noise reduction 
coupled with 10 dB of extra headroom. And although 
this unit is not licensed by dbx, it nonetheless claims 

64 

the ability to decode dbx- encoded tapes. If this all 
sounds too good to be true, don't be too cynical; the NR- 
8 does what it claims to do, thanks to a low -cost tele- 
communications IC which is conceptually very close to 
being "dbx on a chip." 

The story behind low -cost companding. 
Low -cost companding noise reduction first became 
practical several years ago with the introduction of the 
NE570, a compander IC introduced by Signetics. This 
part consists of two variable gain cells (VCAs), two 
rectifier sections, and two op amps. These are usually 
hooked up so that one VCA, op amp, and rectifier 
make up a compressor; the other VCA, op amp, and 
rectifier make up an expander. The NE570, while not 
exactly state -of- the -art with respect to noise and 
distortion specs, does its job quite well and has found 
its way into flangers, delay lines, and other devices 
that need low -cost noise reduction (after all, it would be 
silly to add an expensive dbx noise reduction unit to a 
$50 stomp box). 

More recently, Signetics introduced an improved 
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version of the NE570, the NE572. This newer part 
eliminates the internal op amps, which never did have 
particularly good slew rate or noise characteristics. (In 
fact, for more critical applications people almost 
always used external op amps with the NE570, so I 
guess Signetics took the hint when it came time to do 
an update.) In addition, the NE572 gain cell has better 
specs and a more sophisticated rectifier than the 
NE570. 

The NR -8 uses eight individual NE572s (one per 
channel) with associated support circuitry. Because 
each IC can be configured as a compressor and 
expander, the NR -8 offers simultaneous encode and 
decode for each channel; therefore, if you monitor 
signals coming off the tape, you will not be solely 
monitoring the encoded signal but the encoded and 
subsequently decoded signal. This lets you know 
whether the encoded signal is recording on tape 
properly, as well as what it sounds like after decoding. 
As a bonus, since the compressor and expander are 
made from the same chip, tracking between the two 
sections is excellent; in theory, any error that might 
show up in one stage would be canceled out by an 
equal- but -opposite error in the other stage. 

Interestingly, the compression and expansion 
curves used by Signetics are the same as for dbx -2:1 
compression and 1:2 expansion. However, it's 
important to remember that dbx also boosts treble on 
encode (pre- emphasis) and cuts treble on decode (de- 
emphasis). The reason for this is that with straight 
compansion, while noise will be virtually non -existent 
if you're not passing any signal through the system, the 
noise will appear whenever a signal appears (this is 
very much like modulation noise effects with tape). 
This problem is called "pumping" or "breathing," and 
pre -emphasis /de- emphasis helps reduce the apparent 
hiss level. When you add compansion and pre /de- 
emphasis together, you end up with a pretty quiet 
signal. 

Mechanical details. The support circuitry for 
the NE572 is all good quality- stuff -TL074 quad op 
amps and NE5532 dual op amps. The resistors are 5% 

tolerance, and tight tolerance capacitors are used at 
several points in the circuit to aid in proper channel 
matching. The circuit board is single- sided, but well 
laid -out and with generous ground traces. The 
NR -8 is not exactly built like a tank, but it is cleverly 
constructed so as to allow for a good compromise 
between sturdiness and low cost. There was one small 
problem: The transformer had a bit of a buzz - 
perhaps the laminations needed some more attention 
during the manufacturing process. 

Using the NR -8. The unit is simple to operate. 
There are 32 phono jacks on the back; each channel 
includes four jacks, unambiguously labelled as SOURCE 

IN, TO TAPE, FROM TAPE, and FINAL OUT. These hook up 
between the console outputs to the tape deck and the 
returns from the tape deck to the console. A single 
switch (plus associated status LED) for each channel 
determines whether the noise reduction is in (with 
both the encoded signal going on to tape and the 
decoded signal coming from tape), or out (noise 
reduction bypassed). There are also two trims for 
adjusting the system record and playback levels, and 
these should be tweaked for optimum results. Proper 

MODERN RECORDING & MUSIC 

trimming allows the NR -8 to be electrically com- 
patible with +4 dBm as well as -10 dBV studios, 
although you have no choice of connectors other than 
the RCA phono types. 

At this point you might wonder why, if these tele- 
communications ICs are so hot, isn't everyone using 
them instead of dbx? Well, there are some differences. 
First of all, the dbx VCA offers better specs than the 
VCA in the NE572. Second, dbx uses a different kind of 
signal level detection circuit which exhibits a 
logarithmic response rather than the straight 
averaging response used by the NE572. With a 
product such as the NR -8, which seems designed with 
the smaller studio in mind, chances are the noise 
reduction will not be the limiting factor in your overall 
clarity of sound -in other words, you'd probably make 
a far more substantial difference in sound quality by 
upgrading the mixer or tape recorder rather than the 
type of noise reduction. I don't think anyone would 
dispute that dbx is a more precision kind of device than 
noise reduction based around industrial -grade 
companders; however, whether this extra degree of 
precision is worth the additional expenditure is 
something that can be debated. My personal opinion is 
that for most applications, the NR -8 would probably be 
all the noise reduction you would need. Granted, it 
doesn't have some niceties (like a three conductor AC 
plug) but its functionality cannot be faulted. 

There's not much else you can say about a noise 
reduction unit... they all do color the sound somewhat, 
and the NR -8 is no exception. But I feel that the 
benefits of noise reduction usually outweigh the 
disadvantages, and that certainly includes the NR -8. If 
you can't afford eight channels of dbx, LT Sound's 
version of noise reduction represents a COST- EFFEC- 
TIVE alternative. 

Postscript. In addition to trying the NR -8 with 
tape, I ran a few other experiments. While most of 
them didn't pan out, I did find some less obvious but 
still useful noise reduction applications. 

With spring reverb, compressing the signal going 
into the reverb and expanding the signal on the way 
out can shorten the reverb decay time as well as quiet 
down any residual noise. The de- emphasis does reduce 
brightness somewhat, but spring reverbs are not all 
that bright to begin with anyway so the difference is 
not particularly noticeable -and having a choice of 
two different spring sounds can be useful. 

Another experiment involved splitting a drum 
signal, sending one line through the expander section 
before going into a mixer, sending the other line 
directly to the mixer, and mixing the expanded sound 
in the background. The expanded sound is more 
muffled and percussive than the straight signal, which 
adds a feeling of "power" and "bottom." For best 
results though, remember to mix the expanded signal 
in sparingly. (For an even heavier effect, run the 
modified drum signal through two expanders 
connected in series.) 

Finally, if you're desperate for a compressor for 
guitar or bass the NR -8 can be pressed into service. 
Pass the instrument through a preamp and feed the 
preamp output into the compressor, then take the 
output from the compressor and pass it through a tone 
control to remove some of the highs and restore a more 
natural sound. 
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ELECTRO -VOICE 
MICROPHONE 

SHURE HEAD -WORN 
MICROPHONE /MONITOR 

Shure Brothers' new Model 512 isa 
headset that combines a miniature 
dynamic microphone with a com- 
fortable, open air headphone in an 
economical package. The head -worn 
microphone /monitor combination 
offers hands -free convenience and 
consistent microphone placement for 
musical performances where freedom 
of movement is essential. The 512 is 
also suitable for sports and news 
announcing, communication systems, 
and special events remote broad- 
casting. This mic was designed for 
close mic'ing with a frequency 
response of (50- 15,000 Hz) and is 
specially tailored for the vocal spec- 
trum. The microphone's cardioid 
(unidirectional) polar pattern isolates 
the user's voice by minimizing 
background sounds. The 512's micro- 
phone performance parameters are 
tightly controlled, resulting in con- 
sistent response and output, while the 
headphone response of (100 to 10,000 
Hz) is intended to enhance voice 
intelligibility. The headband easily 
adapts to any head size or hairstyle, 
and the microphone boom length and 
cartridge position are also fully 
adjustable. The 512's light weight 
reduces user fatigue even when worn 
for long periods of time. The head- 
phone's convenient left ear only 
design allows the user to hear sounds 
outside his monitor /cue without un- 

Electro- Voice's new cardioid con- 
denser microphone, Model 1772 has 
been designed for problem sound 
reinforcement systems where reflec- 
tion and speaker placement demand 
superior gain- before -feedback. The 
model 1772, maximizes gain- before- 
feedback through a smooth, peak - 
free frequency response, a fine -tuned 
cardioid pick -up pattern which 
reduces room reverberation and 
rejects unwanted background noise, 
and an innovative transducer posi- 
tioning for exceptional sensitivity. 
The mic is designed for use with a 
variety of close -talking applications, 

as well as hand -held vocals. With a 
7 dB advantage over any competitive 
dynamic, the 1772 boosts speech and 
vocal sources of low signal strength, 
achieving maximum gain from 
minimum power and eliminating 
small- amp /high -gain hiss. With wide 
dynamic range and 137 dB of head- 
room, the condenser mic reproduces 
high sound pressure levels without 
overload or distortion. Condenser 
design and internal low- frequency 
filters minimize handling noise, and 
an integral pop filter protects against 
wind, breath and "p" -pop. 

Circle 31 on Reader Service Card 

comfortable headband positioning in 
order to leave one ear open. The 512 is 
made of durable stainless steel and 
thermoplastic with soft foam earpads. 
There are two 2.1m (7 ft.) attached 
cables: one 2- conductor shielded with 
black 3 -pin XLR connector (micro- 
phone) and one single- conductor 
shielded with 2- circuit phone plug 
(receiver). A foam windscreen /pop 

filter is supplied to help minimize 
unwanted noise when the mie is used 
outdoors in windy locations, or when 
the user has a tendency toward 
explosive "p," "s," or "t" sounds. An 
easy- fastening cable clip secures the 
cable to clothing, keeping it out of the 
way and diminishing cable noise. 
User net price is $117. 

Circle 32 on Reader Service Card 
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GUITARS /FREE DISCOUNT CATALOG. 
Martin, Ovation, Guild, Dobro, Fostex 
Multitrak, mandolins, banjos, accessories. 
Mandolin Bros., 629 -MR Forest, Staten 
Island, NY 10310. (718) 981 -3226. Visit 
our showroom. 

Piano Technician's Guide for the Piano 
Owner. Protect your piano investment. 
This book explains how your piano works, 
and how to keep it working. $3.00 Ppd. 
Bookman House, P.O. Box 271804, 
Houston, TX 77277. 

FREE your copy of yesterday's prices on 
the industry's leading Pro Audio and 
Stage Lighting Equipment and Acces- 
sories. Mixers, amps, equalizers, mics, 
lights, dimmers, lamps, gel and much 
more Check our prices before you buy 
All -Pro Audio and Lighting, P.O. Box 3992, 
Centredale, RI 02911. Big Savings from 
the Smallest State. 

SONGWRITERS RESOURCES and SER- 
VICES is a non- profit organization dedi- 
cated to the education and protection of 
songwriters. For free information, write 
or all SRS, 6772 Hollywood Blvd., Holly- 
wood, CA 90028; (213) 463 -7178. 

LEARN SOUND EQUALIZATION, ear train- 
ing tapes with answers. A -B comparisons 
where you equalize program -B to match 
program -A. Free equalization workshops; 
write for information. FOR SALE AT LOW 
PRICES: Ampex 440B -8 Recorder, Sound 
Workshop 1280 -B Mixer, Kustom 20XRM 
Mixer, Russco Studio Pro Turntables, Telex 
300 Stereo cassette Duplicators in -shell and 
continuous loop. Brazro 1215 N. Concord 
Rd., Chattanooga, TN 37421. (615) 892- 
5995 nights. 

MODERN RECORDING & MUSIC 

COMPLETE RECORDING ARTS COL- 
LEGE (Houston, TX area). AudioNideo 
production facilities on campus. Includes 
Music Business courses and Electronics. 
Two year, Texas Education Agency 
approved curriculum. Maximum hands - 
on instruction, low cost tuition. For a 
FREE brochure, call or write THE LIN- 
COLN INSTITUTE, 7622 Louetta Rd., 
Spring, TX 77379. (713) 376 -9679. 

Write for FREE discount catalog of highest 
quality name brand Pro -Sound equip- 
ment. 20 % -50% off! RMS Recording & 
Electronics, Box 1075, Ames, Iowa 50010. 

New York Technical 
Support, Ltd 

IS 
SERVICE 

"We provide the 
support necessary 

for today's recording 
technology. Our 

work is guaranteed." 

CALL 
GREG HANKS 
914 - 776 -2112 

1440 MIDLAND AVE . SUITE -1D 
BRONXVILLE, NY 10708 

PRODUCTS 

EQUIPMENT 

SERVICES 

Classified Rates 

$1.00 per word. 

Minimum $25.00. 

Copy must be received 

at Modem Recording & 

Music, 1120 Old Country 

Rood, Plainview, NY 

11803 by the 15th day 
of the 2nd month prior 

to cover date (for 

example, the April 

issue closes February 

15th). Payment must 

accompany order. 

Phone numbers count 

as 1 word. Zip codes 

are free. 

DISPLAY 

ADVERTISING 

$40.00 per column inch. 
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Advertiser's Index 

Aphex 29 
Audio Technica 5 

Carver 3 

Carvin 17 

Cetec Gauss 7 

Crown 23 

DOD 15 

Fostex Cover III 

Institute of AudioNideo 4 

Ota ri 21 

PAIA 12 

Passport Cover II 

Peavey 13 
Polyline 10 
Polyphony 16 
Pulsar 35 

Recording Workshop 48 
Rocktron 4 

Roland Cover IV 

Shure 9 

Soundcraft 19 

Soundcraftsman 56 
Synchronous Technologies 22 

TEAC 11 

68 

EQUIPMENT FOR SALE: Ampex ATR -700 
reel -to -reel, Audioarts stereo and mono 
parametrics, Great British spring reverb, 
Korg stage echo, Nady wireless lavalier 
with Sony ECM element. All in excellent 
condition. For prices and particulars call 
or write Filmspace, Inc., 615 Clay Lane, 
State College, Pa. 16801. 814 -237 -6462. 

WANTED: McIntosh, Marantz, Western 
Electric, Audio Research, Levinson, 
Dynaco, Tube /Solid State. Also old 
Tannoy, JBL, Altec, Quad, E -V, Stephens, 
Drivers /Speakers. (713) 728 -4343 Maury 
Corb. 

LEARN RECORDING ENGINEERING 
by top pro instructors. Check with us 
before deciding. Send for free brochure. 
JTM Workshop of Recording Arts, Box 
686, Knox, PA 16232. (814) 797 -5883. 

FREE DISCOUNT CATALOG /AMP AC- 
CESSORIES PREMIUM TUBES, "HOT" 
REVERB PANS, CABLES, HARDWARE, 
GRILLE CLOTH AND MUCH MORE. 
DEGA SOUND, 5145 -B West 115th St., 
Los Angeles, CA 90045. 

; . . . 

HAVE A 
RECORDING STUDIO 

PROBLEM? 
Call DataLjne 
(213) 651 -4944 

The Society of Professional Audio 
Recording Studios, a non -profit 
organization, offers SPARS mem- 
bers, and non -members referred 
by a SPARS member, a national 
telephone 'hot -line.' 

Questions regarding any area of 

Murray R. Allen 

repr _^rcopo 

Jerry Barnes 
anse Wes[ërr 

of Anpea. 

Charles Benanty 

recording studio operations in- 
cluding business practices, audio 
engineering, and technical mainte- 
nance will be answered by SPARS - 
approved sources at no charge. 
Want a problem solved? 
Call SPARS- SPARS 
(213) 651 -4944 

SPARS Board of Directors and Consultants 
Lary Boden 

Bruce Botnck 

Nok Coderau 

Mack Emerman 

Bob Liftin 
Aege. d,.. _ 

Lenard Pearlman 

John Rosen 

10<NivOrlOrfHOAr 
.,,.O .a<e..r 

Christopher Stone 

Joseph D Tarsia 

David Te g 

John woran, 

New rOrk 

S(IBSCRIBER SERVICE 

CHANGE OF 
ADDRESS ó 

Planning to move? Please let us ¢ 
know six weeks in advance so 

you won't miss a single issue of 
MODERN RECORDING. 
Attach old label and print new New Address Here 

address in space provided. A :so 
include your mailing label Name 

whenever you write concerning 
your subscription to insure Address 

prompt service on your inquiry. 
\IOI)FR\ RE( ORDI \(, City 

_ _ Stale 

11211 Old ( ountr) Road 
l'lains ievt, \1 II8Uì Date , _ 

1 Zip 

Please prat 
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16 -TRACK REALITY 
Don't just dream about owning your own 16- 

track. Now you can get all that extra flexibility 
for a whole lot less than you might think. 

With models starting as low as $5900 *, each 
Fostex B -16 1/2" 16 -track recorder is complete 
with: 

Dolby + C noise reduction circuits (defeat - 
able) on individual record /reproduce cards 
rock stable 3 -motor transport mounted on 
a 1/4" machined alloy plate 
15 ips with ± 15% variable speed operation 
multi -pin connector for video interlock 
synchronizers 
Killer Sound 

Why even consider a re -built old 2" machine? 
At two, three, even four times the price, it 
won't sound as good as the B -16. And it won't 
even perform as well as the B -16, configured 
with some of the options. 

For example, the model with independent tape 
monitoring is really a whole package: 

direct drive capstan motor with phase locked 
loop speed control 
7" rack mount unit with 16 independent 
channels of decode & reproduce (defeat 
switch) 
remote control unit with individual track 
select buttons, headphone jack and level 
control, line out jack and a VU meter for 
fast alignment 

You'd have to pay almost ten times the price 
of a B -16 to get this kind of dedicated monitor- 
ing function. Tape reproduce is entirely separate 
from the record /sync electronics. 

Which makes the compact B -16 perfect for 
live audio and video remotes. It even has 
handles. 

And it's as easy to use as it is to own. You can 
expect nice user -friendly touches like: 

blinking track numbers for record ready 
status 
real time tape counter with search -to -zero 
from either direction 
servo control over reel rocking in edit mode 
spot erase capability 
coarse and fine pitch controls with blinking 
LED for ON status 
optional full function remote control and 
auto locator 

Increase your audio production capability 
while decreasing your costs. You'll not only save 
on your initial investment, but operating costs as 

well - both tape and maintenance. 
Right now, the B -16 is the smart move in 

16 -track hardware. Let your Fostex Professional 
Multitrack Dealer° prove it. For real. 

Suggested retail 
+ Dolby is a registered 

trademark of Dolby Labs, 
Inc. 

° Just call us for the nearest 

PROFESSIONAL MULTITRACK 

one 

FOSTEX CORPORATION OF AMERICA 15431 Blackburn Avenue, Norwalk, CA 90650 (213) 921 -1112 

Circle 11 on Reader Service Card 

www.americanradiohistory.com

www.americanradiohistory.com


i/./. --/ /l/l t 
INgCT ATT F£EDBAZ'.R 

STSE'lg3X3 + e + 3 

a - 6 
yggr-b .sxG.H 

-411P;is. 

%0P1111 //J 
Irirma 

,ß,A,.0. 
Rojsnd 

woe 

- / With most digital % -` e°`° _.-- delays, the more features 
_-----.........t..-- - _ ! you add, the more time it takes 

:'- - 10 foe k 
.3 to set up good sounds. Why let any 

-te e, . , °£ F. - W product slow you down? The 
Ç'every 

e " 
digi- - feature you could ask for, and also provide -/ programmability to allow you to go from one delay .- setting to the next in an instant. You see, where the -i other digital delay manu- facturers give you a lot of knobs, 

Roland has elected to give you a lot of convenience. The pro- 
- 

grammability of the Roland Digital Delays lets you go from crystalline 
echo to full -dimensional flanging to lavish chorus and on from 
there...just push a button (or a footswitch when you're onstage). `.. What's more, Roland has provided program- inability while offering - 
higher resolution and more delay time per dol- lar than any product on - 
the market. The features speak for themselves: 
Both Units: Four convenient footswitches: Delay On /Off, Preset (to 
switch between Memory Channels), Playmate (to remotely set delay 
time), and Hold. Precision control of Delay Settings: adjustable from 1 

to 10 mSec in 1 mSec steps. Wide Frequency Re- spouse /Low rte. 
Noise: Digital Companding and Pulse Code Modulation (equivalent to a 
16 bit A/D converter) increase frequency response, to give an effec- 
tive dynamic range of 100 dB with only .03% THD. 
SDE -1000: Four channels of microprocessor -based memory, 1 mSec to 
1.125 Sec. of Delay and LED readouts for Delay time for $499.00. 
SDE -3000: Eight channels of memory, 1 mS to 4.5 Sec. of Delay, 
LED readouts for Delay Time, Feedback Level, Output Level, Mod- 
ulation Rate, and Modulation Depth -all for $1099.00. 
Instant Delay. Once you've experienced it, you won't be able to 
settle for less. 

lk Roland RolandCorp US, 7200 Dominioi Circle, LACA 90040. 
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