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Broaden Your Horizons
With The
Kramer-Ripley Stereo Guitar

Steve Ripley turned his irpagination and craft to designing the
ultimate in stereo guitars. The guitar features a six channel
stereo mix with a pan pot for each string . . .

“The results are amazing —It actually sounds
like more than one person playing!”

KRamgn; A0

“A Step Ahead”

For a color cat&ilog send $2.00 to Dept. MR
Kramer Music Products, 685 Neptune Blvd., Neptune, N,J. 07753 (201) 922-8600

Circle 10 on Reader Service Card



www.americanradiohistory.com

FEATURES

16 DAN HARTMAN: AN INSTANT

REPLAY OF SUCCESS

by Jimmy Guterman

Last year Dan Hartman made quite a
comeback returning to the charts
with “I Can Dream About You,” a hit
tune that made it big from last
summer’s Streets of Fire soundtrack.
At the time that MR&M goes to press,
Dan Hartman is rehearsing for his
first tour in a decade! MR&M met
with Dan in late March to discuss his
career up to this point and what
he’s looking forward to in the future.

22 RICK DAVIES:
BOUND TO GET FUNKY
by Susan Borey
Supertramp, categorized as a “soph-
isto-rock” band, is bound to have a
new sound now that half of itsoriginal
songwriting team (Roger Hodgson)
has departed. MR&M met with Rick
Davies and Supertramp’s engineer,
Norman Hall, about their recording
standards and their new LP.

28 THE POOR RECORDER'S
ALMANAC: PART |

by Bob Buontempo

In Part [ of his series, Mr. Buontempo
insists that YFE'S, you can make hit
records in your own 8, 4, or 2-track
facility with today’s technology.

32 WHAM! MAKES IT BIG

AS THEY GO-GO!!

by David Thomas

George Michael and Andrew Ridgeley
are Wham!, and, for men of their age,
they have obviously achieved an in-
credible amount as performers,
writers and producers. Just try to
turn on any radio and nof hear a tune
by this talented duo. MR&M caught
George Michael in London just prior
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to embarking on Wham!s world tour
and he spoke with us a bit about his
approach to recording and his views
on Wham!'s world tour.

DIRECTORY: MICROPHONES 37

PROFILE: GUITARIST 51
RICHARD THOMPSON

by Jimmy Guterman

British rock n’ roller Richard Thomp-
son can hardly be called a commercial
artist. But he /s coming rery close to
a commercial breakthrough in Amer-
ica these days with his new album,
Across the Crowded Room. Come
along with us and meet this guitarist
legend.
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MUSICIAN'S NOTEBOOK 12
by Craig Anderton
The Oberheim Xpander.

SOUND ADVICE 30
by Susan Borey and Mark Oppat

This month our sound advisors dis-
cuss the challenge of capturing the
complex sound of acoustic piano.
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£ Letters

Having Trouble Finding Us?

[ am writing in appreciation of your magazine. I feel that it’s
quite informative and well-written. In addition, it’s one of the
few that keeps up and speaks on an intelligent level.

It’s a shame that although Detroit is a large city, few, if any,
of the music stores here sell your magazine, because so many
people want to make demos and other recordings and go about
it in the wrong ways.

So this is just a reminder to keep up the good work and best
wishes for your future.

—Lucius Austin
Detroit, MI

Thanks for the kind words; we can’t get enough of them! As for the
avatlability of MR&M in music stores, we'd love to see more
stores carry the wmagazine, and we invite you and any other
readers to let us know the name and address of any music store in
the area that isn’tearrying MR&M. We'll take it from there. Once
again, thanks for the encouragement and we hope you keep
enjoying Modern Recording & Music.

A Quest For Knowledge

I'm wondering if you can help me. I am looking for recording
schools in the U.S. and Canada. I've sent letterstoevery school I
can find. but there aren’t many of them, as far as I know. [
would appreciate any help as far as who to contact.

I just began reading MR&M in April, and I would like to say
that it’s the best magazine I've ever read. [ understand so much
more now by reading your magazine. I, for one, appreciate a
magazine getting near the basies of things instead of going way
over my head with a lot of technical information. I really hope
you can help me find some recording schools because after
reading your magazine [ would like to get into recording.

—Mike Kallis
Mattoon, IL

The only comprehensive listing of recording schools that we know
of is the Directory of Educational Programs published by the
Audio Engineering Society. It can be purchased by sending a
check or money order for $3.00 to the AES at 60 East 42nd St.
NY, NY 10165. Good luck with your neu interest.

Editor’s Note: The group featured on the cover of our March
1985 issue was Jack Mack and the Heart Attack. We wish to
extend our apologies for any inconvenience.

MODERN RECORDING & MUSIC

vvvvvv.americ‘ﬁ'ﬁdiohistorv.com
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If it’s worth doing,

We did it right.

It’s no surprise that when the key
engineers of our PZM® microphone
technology set their sights on com-
bining the benefits of the boundary
effect with unidirectionality, the fruits
of their efforts would be nothing less
than superior.

After all, Crown has been leading
the way in boundary technology
longer than anyone in the industry.
And, like the PZM project, our com-
mitment to developing the
“premiere’”’ unidirectional, surface-
mounted microphone rings true.

Introducing the PCC™ 160 Phase
Coherent Cardioid™ from Crown.

Designed for easy mounting on a
boundary surface, the PCC-160
utilizes a subminiature supercardioid
mic capsule to create a directional
pattern which improves gain-before-
feedback, reduces unwanted room
noise and rejects sounds from the
rear.

For stage reinforcement, podiums,
news desks, or for hiding in sets,
the PCC-160 offers superior
performance.

And because the microphone is
mounted on a boundary, direct and
reflected sounds arrive at the
diaphragm in-phase. The
result...wide, smooth frequency
response free of tonal coloration or
unnatural sound which can occur
with conventional microphones.

Self-contained electronics
eliminate the need for a sometimes
awkward in-line preamp box. The
PCC-160 can be powered directly
from the console or other remote
power source. Or if battery power is
convenient, a battery supply unit
can be inserted anywhere in the
mike line...right up to the console or
mixer.

For maximum flexibility, the

it’s worth doing

PCC-160 features an exclusive
three-way ‘‘bass tilt” switch which
allows you to tailor, up or down, the
low-end response for special ap-
plications or unusual boundary
sizes.

Due to its low profile and “go
away gray'’ finish, the PCC-160
microphone becomes nearly invisible
in use, making it ideal for the stage,
newsroom or lectern top.

But beneath its cloak of dark gray,
the PCC-160 is protected by a
heavy-gauge, all-steel body, tough
enough to stand up to even the
most severe abuse.

The PCC-160. A microphone
meeting the needs of today’'s sound
professionat with today’s most ad-
vanced technology.

We did it right.

Call or write for more information
and complete specifications.

(&) crown.

Crown International, 1718 W. Mishawaka Rd., Elkhart, IN 46517 (219) 294-8000

Circle 13 on Reader Service Card
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Cassette Tones

Would vou please describe the
correct procedure for putting test
tones on a stereo master tape to be
used for cassette duplication? Are
the same test tones used regardless
of format and speed (%-track at
15 ips vs. Y-track at 7% ips for
example)? How exactly does the
engineer at the duplicating facility
use these test tones?

How exactly should one label the
tape box when sending it off to a
duplicating plant?

—Andy Widders-Ellis
Eugene, OR

Reply from Bruce Bartlelt to Andy
Widders’ leiier.

Here’'s a brief answer, Andy. A

fuller explanation is coming in a

future article.

After cleaning, degaussing, and
aligning your tape machine, record
the following tones on both channels
simultaneously with NO noise reduc-
tion (about 20 seconds each):

1. 1 kHzat 0 VU,

2. 1kHz, 15kHz, 10kHz, 100 Hz and
50Hzat0 VU for 15ipsor-20VU
for 7% ips.

3. If Dolby-A is used, recard an
encoded Dolby tone at 0 VU,
followed by anencoded 1 kHz tone
at 0 VU. Dolby-A tones shauld be
generated by each track’s en-
coder.

4. If dbx type I is used, record an
encoded 1 kHz tone at 0 VU. If a
“zero offset” is used, note the

offset level (e.g. 0 VU program =
-3 VU on tape).

The duplicating engineer uses the
15 kHz tone to align the repro head,
the 1 kHz 0-VU tone to set overall
level and channel balance, and the
other tones to set playback EQ. Then
his or her tape machine will play
back the same tonal balance and
stereo balance that you recorded
during mixdown.

Make a separate reel for side 1 and
side 2 of the casseite, with running
times about equal to conserve cassette
tape. Include the following informa-
tion on the tape box label:

1. Tape head format, stereo/mono,
speed, playback EQ (usually
NAB), noise reduction, “tail-out”
designation.

A

Why is the AKG D-12E known
as THE bass-drum microphone?
Because of the way it captures
- the drum’s kick and power: The
' ):{2E picks it up and pumps
it out, ess and force.
i studio refiability and on
d durability, AKG's D-12E

N AKG
AcouslICS
\ \ i

. Austria Stamford, CT 06502

©AKG 1885 { Akustische und Kino-Gerate Gm17

\ 77 Selleck Street \ \
1 &
) A
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Blow Their Socks Off
With Gauss Efficiency

All Gauss loud- clusive double spider engineers. For more
speakers are designed to  construction and our information on the
give you high conversion ten minute torture test  entire Gauss line, see
efficiency. Atancy way  on every Gauss loud- your authorized Gauss
of saying they give you speaker assure you of dealer or write Cetec
more power per watt...  that. So, youknow they  Gauss, 9130 Glenoaks
so you get the sound will keep knocking your  Blvd., Sun Valley, CA

pressure you want witha audiences’ socks oft for 91352, (213) 875-1900,
smaller number of cabi-  years after you buy them. Telex: 194 989 CETEC.

nets and amplifiers. You There’s a Gauss
don’t have to lose your  loudspeaker to fit every
socks to pay forallthat  professional need from
sound! 1C¢”. . toan 18" -hat
Gauss speakersare  hendles 40C wats. . .to More Power Per Watt
also built to be the our 20C we.tt coaxial
world’s most reliable designed to knock the gauss _
loudspeakers. Our ex- sccks off recording by Cetec =
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.
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2. The location of the test tones
(usually at the beginning of reel 1),
tone frequencies and levels as
recorded.

3. The flux level corresponding to
0 VU (e.g., 0 VU = 250 nW/m).

4. The location on tape of the highest
peak level in the program.

5. Album title, artist, studio, engi-
neer, producer.

6. Song titles and timing, total
running time per side.

7. Suggestions for EQ or level set-
tings for each song, if desired.

Ampeg Transformer Search

I have a problem which you may
be able to solve. I have an old
Ampeg amplifier, model number
ET-2 and I need a power trans-
former. The numbers on the trans-
former are PT-106 or 682 249. I
wrote a letter to Ampeg and they
informed me that the transformer
is no longer available and I would
have to find a company that may
have a sub.
Can you please help me out?
—George Smith
Staten Island, NY

Of course we can. Mel Levinson at
Ramco Electronies, 365 Canal St.,
NY, NY 10013, might be able to
substitute for the transformer, but he
said he might have to see the amp
first. Contact him directly and we're
sure he’ll be able to help you.

TEAC Tune up

I recently picked up a used TEAC
studio 8-track recorder (%-in.
tape). It needs some tuning up and
I am trying to locate some informa-
tion on it. The headcover is missing
and I assume this had the TEAC
logo and model number on it. On
the transport chassis. I found the
serial number. It is 7T0H81014.

The channel amps, level controls
and power supplies are vertically
mounted above the transport.
Could you possibly help me locate
service manuals or operating
manuals, and/or any information
on this machine? Its cost new and
its present value?

The heads are worn and it won’t
completely erase. Could this be
caused by the worn erase head?
Aligning the head doesn’t help

6

(just makes it worse, of course).
Thank you for your help.

—Jeff Brown

Alexandria, IN

We contacted Mr. Merlyn Morgan, the
Assistant National Service Manager
at TEAC. The following was his reply.

In response to your inquiry regard-
ing your TEAC/TASCAM recorder
the following may be of assistance.

The recorder you mentioned is our
Series 70, Model 70 H8, which is a %-
in. 8-track master multitrack re-
corder/reproducer. This unit was
produced by TEAC between 1972
and 1977. Since the unit is more than
seven years old, we cannot guarantee
that we can provide all the parts for
it—although we have the parts which
are commonly needed for service,
such as heads, belts and motors. We
have information on microfiche for
this model and we can provide you
with a set of schematics. You may
contact us directly for this informa-
tion. The owners and service manuals
are no longer available in printed
form.

Suggested list price for the unit
when new wasapproximately $3,000.
Value today would depend upon
condition and should range between
$500 and $1,500.

While it’s possible that the lack of

erasure is due to worn heads, it is
more likely that the unit needs to be
calibrated as well as having the
heads replaced to make it perform
within our specifications.
You can contact Mr. Morgan at
TEAC Corp. of America, 7733 Tele-
graph Road, Montebello, California
90640. We would sincerely like to
thank Mr. Morgan of TEAC for his
assistance in answering this and past
questions.

Dokorder Returns
Could you please find it in your
hearts to help me locate new heads
for my Dokorder 8140 tape ma-
chine? I got noreply from their last
address in Lawndale, California,
and I can’t seem to locate the
company anywhere. If you do not
have their address, do you know of
anyplace that will customize heads
for the unit?
—Addison Dickinson
Newark, OH

I have a question which I have
been informed you can answer. I

www americanradiohistorv com

own a 4-track Dokorder that has
been cutting in and out on one
playback channel. Where may I
obtain parts and/or repair services
for this machine?
—Lewis Rinken
Lake Park, MN

Since Dokorder has been out of
business for about ten years we were
quite surprised to receive two letters
regarding these tape machines. No
one we spoke to knew of anyplace to
obtain direct replacement parts,
although some said they could substi-
tute for or customize parts needed.

For heads contact: Veldon Leverich
at Taber Manufacturers and Engi-
neering Co., 2468 Embarcadero
Way, Palo Alto, CA 94303. The phone
number is (415) 493-3811.

For any repair services, contact
Studio Electronics, 87 W. Palisade
Ave., Englewood, N.J. 07631. Their
phone number is (201) 894-5148.
Also, while both companies stated
they can most likely substitute or
customize parts, they also said it
might be very expensive.

Headphone Filler

I own and operate a small 8-track
studio in a remote area and I'd like
to take this opportunity to tell you
how much I appreciate your mag-
azine. I can think of nosingle thing
a small studio could benefit from
more than a subscription to Mod-
ern Recording and Music.

Now my question! I found the
Nov. '84 Headphone Distribution
Systems article by Rick Chinn
very informative, but not entirely
satisfying. I realize that the Rane
HC-6 is a wonderful product, but
what if you can'’t afford one right
now? As Mr. Chinn mentioned in
passing, many studios use a single
high power 8 chm rated amplifier
for headphones. This is what I
would like to do, but:

1) How (and of what type) should
the “in-wall” wiring for the
system be done?

2) What example impedance
headphones would you choose
for such a system, and should
all the phones match?

3) How should the headphones
(and our ears) be protected
from potentially excessive
voltage and conversely, how
can we protect the amplifier
from headphones shorting
out?

MODERN RECORDING & MUSIC
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Save up to S20
on the most popular mics
in the world.

Shure’s SMS7 & SMSS.

OOTH
ANNVEHSAR

Y e AN
FeC

Save $15 on 7 ;f 5 Just fill out the
Shure’s SM57 P S coupon and

Mic, $20 on the 4 ? "::'.: S send it to us
SMS8 during "* g 3 with proof of
Shure’s 60th \“*al:*i'#_g;&u 7 purchase. (See

. T .
Anniversary R details below)
2 Don't Delay—
Rebate Sale. Rebate ends July 19!

: Earn up to a $20 rebate during the Shure 60th Anniversary Rebate Sale! ®

(Please Print)

n Name [ |
. To receive your rebate on Offer valid on purchases of all SM57 .
selected Shure micro- Address and SMSK series mics made between

* April 15, 1985 and July 19, 1985, Al .
. phOneS. send: (MA copy of Cl[y State le requests must be postmarked by
o 5 . < August 2. 1985, This is a consumer

SR ddled sales recelpl rebate ofier only. Shure dealers. .

. (non-returnable). (2) The Phone (Area Code) (Number) companics and employees of Shure .
and their advertising agencies.

model number label from Aane !
distributors and retailers are not

the end of the outer carton,  Number of mics purchased: SM57 SM58 cligible. This offer may not he ased in
and (3) this completed o conjunction with any other rebate .
. . s from Shure. Shure is not responsible
coupon to: Shure MILI‘()- for late. lost or misdirected mail. .
phone Rebate Offer. Ofler zood only on purchases made .
222 Hartrey Ave in U.S.A. Void where txed or

. y > prohibited by liw. Allow 6-8 weeks .
Evanston. IL 602(4. for delivery of check.

THE SOUND OF THE PROFESSIONALS? .". . WORLDWIDE. MR-JUNE
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i
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Believe me,  have asked around,
and can never get a straight
answer to these questions. No one
seems to really know, so I'm peti-
tioning you for the final word!

—Thomas Blain
Ashland, WI

We received the following reply from
Rick Chinn.

Thank you for your comments. I'm
sorry if I left a few holes but [ hope
that you’ll understand that I had to
stop somewhere as the article was
getting a bit long. I'll try to answer
your questions in the same order as
in your letter.

1. What sort of wiring should I use?

Good question. I thought it was
obvious, but obviously it isn’t. From
the sound of your letter, I'm going to
guess that you want to use a spare
amplifier for your phones system
instead of getting a dedicated phones
amplifier. I'm going to also guess
that you want to run speakers off of
this now and again. OK?

If so, then you should run 14 or 16

gauge wire for each headphone bus.
If the run is fairly long, then calcu-
late the maximum run by allowing
the wire resistance to amount to 10%
of the load impedance. The lossdue to
wire resistance will then be around
Y% dB. For #14 wire, the maximum
run under these conditions is 247.5
feet. For #16 wire, it's 155 feet. [t's
not really worth going below #16
wire, unless the run is rery short.

If you're only going to run head-
phones on these lines, then the wire
can get smaller, say 18 to 22 gauge.
Shielding isn’t necessary, but you
should get an overall jacketed twisted-
pair wire, like Belden 8461.

If your studio is in a commercial
building, then you must check your
local electrical codes to see if the
wiring must meet other standards
(conduit, insulation rating, tempera-
ture rating, ete.). If you must describe
the circuit, tell them its loudspeaker
wiring, and give the amplifier power.
It might be helpful if you knew what
the voltage output was also (as the
inspector might not know how to
calculate it).

If you’re running the wiring
through walls, keep it away from

—
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THE HIGH COST OF VHF
WIRELESS IS NOW HISTORY

Samson VHF wireless systems have established a reputation
for superior performance, innovative design and proven reliabil-
ity in a wide variety of commercial sound o7p5p|icoﬁons. We offer

a full line of VHF wireless systems from *$4

to *$1474 to fit the

most cost-conscious budget. More proof that professional VHF
wireless doesn’t have to cost what

it used to.

WE TOOK THE WORRY OUT OF WIRELESS

SAMSON’

Samson Music Products, 124 Fulton Avenue, Hempstead, New York 11550 (516] 489-2203 TLX 510 222 1630
In Canada: Omnimedia Corporation, Ltd., 9653 Céte de Liesse, Dowval, Québec HIP 1A3 514-636-9971

*U.S. Suggested Retail
W
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your microphone wiring. Don’t run
it through the same holes as your mic
lines, drill separate ones. Try to not
let the two cables run parallel to
each other (unless they are separated
by more than a foot) for more than
10 feet.

Once you leave the wall, you wanta
cable that is robust, yet flexible. My
own preference is use XLR con-
nectors so I can use microphone
cables to get from the wall to the
distribution boxes.

2. What impedance headphones
should [ pick?

Don’t approach the problem from the
impedance standpoint. That’s put-
ting the cart before the horse. Like I
said, the impedance really doesn’t
matter, as long as you have enough
voltage. Approach the problem from
the standpoint of:

a. How much power do I have

available?
b. How loud do I want to go?

As I said in the article, it’s common
practice in many studios to use a
medium sized power amplifier to
drive the headphone cue system. As |
mentioned in my article, the 8 ohm
power rating required to drive a
headphone cue system depends on
the impedance of the headphones.
Typically this amplifier might de-
liver 20 to 100 watts into an 8 ohm
load. I don’t recommend huge ampli-
fiers (more than 100 watts) because
of the possibility of damage, not only
to the phones themselves, but (more
importantly) to someone’s ears.

Let’s look at the voltage capability
of a 20 watt and a 100 wattamplifier,
then look at some typieal headphones
and see what sorts of level we can get.

First, find the voltage that repre-
sents 20 watts across 8 ohms:

Using Ohm’s law, P= EY/R, E = PR,

VVPR=E
20 X 8 = 160, /160 = 12.65 volts

Now do the same for 100 watts
across 8 ohms
100 X 8 = 800, /800 = 28.28 volts

Now, lets consider a hard-to-drive
headphone: the Sennheiser HD414,
2000 ohms, 102 dB/1mW
P=12.65%/2000 = 80 mW = 19 dB

above ImW =121 dB SPL with 20

watt amplifier
P = 20.28%/2000 = 400 mW = 26 dB

above 2mW =128 dB SPL with 100

watt amplifier

Now, let’s look at a lower impedance
headphone: the Koss HVX, 85 ohms,
89 dB/1mW

MODERN RECORDING & MUSIC
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TESTED. PROVEN.

The Carver PM-1.5 Magnetic Field Power Amp—For performance, reliability and sound.

On the Road Since the professional debut in 1983 of
the Carver PM-1.5 Low Feedback High Headroom Mag-
netic Field Power Amplifier, the sonic excellence and relia-
bility of this 21-b, 450 watts per channel* powerhouse has
been tested —and proven—on some of the biggest and
toughest tours ever to go on the road. 108 Carver PM-15's
were used by Clair Brothers on the Bruce Springsteen tour,
and 180 PM-15's on the Michael Jackson “Victory” tour.

In both cases the result was purely awesome power.

*Our new Carver amp racks pack twice the number
of channels in about the same truck volume as the conven-
tional racks they replace. In addition the average power per
channel has increased while the average weight per chan-
nel has decreased. Inthe low end, for example, we now have
1,200 watts per cabinet where 650 watts were previously
available. They take less room on the truck, they weigh less
and our systems have more headroom than before. The
Carver amplifier has allowed us to take a significant step in
improving our sound systems”  CLAIR BROTHERS

And not only a sound industry giant like Clair Brothers
tours with Carver.

“We have toured Carvers with the following artists:
Softeell, Paul Young, Johnny Mathis, Donna Summers,
Howard Jones, Pointer Sisters, Psychedelic Furs, Lee
Greenwood, General Public, George Thorogood. This is
exclusive of our numerous one-nighters. The consensus of
the performers is that the equipment sounds great. They
have been amazed by the sound of the amps as well as
their size and weight. As for reliability, out of 50 amps we
had only one fail in the past year of touring. This is by far
the best record we've had with any manufacturer of ampli-
fiers. Sonically, the extra headroom is readily apparent. We,
at Manticore unanimously agree that the PM-15is incredi-
ble and is the only amp we intend to buy.

Tom Whisner (owner) MANTICORE

In the I.uboruiory The Carver PM-1.5was rigor-
ously tested by Len Feldman for MODERN RECORDING
(February 1985). His laboratory test results also prove that
the PM-15 really delivers. The following quotes from the
Lab Report are reprinted with permission of MODERN
RECORDING & MUSIC.—

“The first thing we noticed when we began to work
‘with the Carver PM-15 was the ease with which the ampli-
fier deliverad aimost limitless power 1o speaker loads which
o wehdd previously considersa to be difficult to drive to loud
s levels Thisisthe sort of amplifier that just refuses to quit”

(ARVIER

“The amplifier delivered a clean 480 watts per chan-
nel into 8-ohm loads with both channels driven for its rated
harmonic distortion level of 0.5%. Even at the frequency
extreme of 20 Hz. power output for rated THD was 470
watts as against 450 claimed by Carver. Furthermore, at
rated power output, distortion decreased to an insignifi-
cant 0.015% at mid-frequencies and 0.007% at 20 Hz.
When connected to 4-ohm loads, the PM-1.5 delivered 750
watts per channel for rated THD of 0.05% —far more than
the 600 watts claimed by Carver. Clearly, when it comes to
specs for a professional amplifier, Carver has taken a very
conservative approach... All (manufacturer's claims)
equaled or exceeded published specifications — usually by
awide margin’”

"Carver has managed to deliver a tremendous amount
of power in a small lightweight package at a very reasona-
ble cost..."

“For the professional audio engineer or technician who
has to move a lot of gear around much of the time and who
expects total reliability and circuit protection, come what
may, the Carver PM-15 represents, in our view, a real win-
ning product. We will probably see it used increasingly by
professionals in every area of sound reinforcement.”

Now—don't you think you owe it to yourselfto hurry
over to your local Carver Pro Sound Dealer and test your
own PM-157? Whether you run a megawatt sound com-
pany, a struggling bar band, or a recording studio gearing
up for digital, the Carver PM-15will pay you. In increased
portability and reduced freight costs. In freedom from
expensive blown drivers. In sheer sonic excellence.

“Power: 8 ohms, 450 watts/chan. 20 Hz-20 kHz both channels driven
with less than 0.5% THD, 4 ohms, 600 watts/chan. rms 20 Hz-20 kHz
both channels driven with less than 0.5% THD. 16 ohms, 300 watts/
chan. 20 Hz-20 kHz both channels driven with less than 0.5% THD. 2
ohms, 525 watts/chan. at clipping, 1 kHz, with less than 0.5% THD.
Note: 2-ohm specification for information purposes only. Operation at
2 ohms is permissible but not recommended. IM Distortion: Less than
0.1% SMPTE. Frequency Response: -3 dB at 3 Hz. -3 dB at 80 kHz.
Damping: 200 at 1 kHz. Gain: 26 dB. Noise: Better than 115 dB below
450W A-weighted. Input: Balanced to ground,

XLR or phone. Impedance: 15k-ohm each B

leg, balanced to ground. Bridging: 1200W into
.
[

8 ohms, 1000W into 16 ohms, accessed
through rear-panel recessed switch. Dimen-
sions: 19 1n. wide, 3V2 in. high, 101%16

in. deep. Weight: 21 ibs

POWERFUL MUSICAL

ACCURATE
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P =12.65/85 = 1.88W =121 dB SPL
with 20W amp

P = 28.28%/85 = 9.4W = 128 dB SPL
with 100W amp

Hmmmm...isn’t that odd...the
sensitivity ratings and the imped-
ance of the phones combined to
give exactly the same results. (Be-
lieve it or not, I picked the two ex-
amples at random.) As you can see,
you must look at the whole picture.
Now in reality, the 85 ohm phones
won't get quite as loud, as some of the
available voltage output is lost in the
series resistors in the distribution
box (see Figure 3 in my original
article).

The series resistor in the box
causes a certain amount of loss. This
loss depends on the impedance of the
headphones. As the headphone im-
pedance rises, then the resistor
causes less and less loss. For this
reason, I'd pick headphones whose
impedance was perhaps 3 times the
value of the resistor to minimize
the loss.

As you can also see, there isn't
much (7 dB) difference between a
20W and a 100W amplifier, at least

when it comes to driving phones. In
reality, I think that even 121 dB
SPL is plenty, even though it’s 9 dB
from the threshold of pain.

You should pick your phones on
the basis of:

a. cost

b. sound

c. ruggedness

After you select some representa-
tive models, plug their specs into the
formulas to see if they will be elec-
trically suitable. As for the actual
impedance, the only factor that the
impedance really affects is how
many phones you can hang on the
amplifier output (phones impedance/
8, roughly).

What would I pick? Something in
the 100 to 2000 ohm class. This would
be a good compromise between using
them on the cue system, and in the
headphone jack of a console. No
8 ohm phones for me, thank you.

3. Should all the phones match?

Good question. It’s nice if they’re all
identical. Not so much from an elec-
trical standpoint...but from an
audio standpoint. If they're all iden-

e

sync

T

g%’ﬁ;EEEQ g

s CLOCK DIVIDER |

- Em
divided clock

)

digital

10

ACHIEVE HARMONY THROUGH SYNCHRONICITY

Now Your Drum Machines, Synthesizers, and Sequencers Can All “Play’’ Together

SOLVED! Since most companies have
not standardized ther clock rates. the
Reasonable Alternative Digltal
Clock DIvider has a solution for the
clock differences facing owners and
users of drum machines, sequencers.
and synthesizers made by different
manufacturers

Our digital clock divider will take an
incoming clock signal from any source
and dvide by 1. 2. 4.8, 16. 32. or 64
Now any two previously incompatibie
units Can suddenly become compatible

ROLAND REMEMBEREDI \We've
included a Roland “'Sync-24®* DIN
Jack. and supplied the +5 run/stop

“Syrv 24 m 4 requiered radgemark of the Rowrd Con LS

voltage needed. so Roland products
can be used with brand names such
as Linn, Oberheim.  Emu-Systems.
Sequental Crcutts. Yamaha. Lexicon -
even Fairight and Synclavier A unigque
feature. our “divide by 17 mode. allows
a product with a clock rate of 24 puises
per quarter note. (such as an Emu-
Systems  Drumulator®**). 1o run
Roland's ""Sync-24"®* system

GET CREATIVEI If you have a digial
delay Iine with an externat clock input.
{such as the Lexicon PCM 42°%]. you
can get exotic effects, such as having
the unit repeat, flange, or use any other
delay effect. " in ume”" with the clocx of
a drum machine. sequencer. etc

“*Drumuidlor s a mguterd trademark of EmU Systms in
T PCAA2 15 2 regstery tiademark of Lexcan I

An optonal accessory cable 15 aiso
available to piug into the DIN switch
socket making all the clock divisions
accessible smuitaneously

The Reasonable Alternative Digital
Clock Divider aiso allows sequencers,
drum machines. and synthesizers to
sync to tape for muititrack recording

Retal price for the Reasonable
Alternative Digital Clock Divider is
$8900

Send or call for free information on all of
our other products

=Reasonable=
Allernalivesa=s
professional audio products

PO Box 733, Cranford. NJ 07016
(201) 549-2100
DEALER INOQUIRIES INVITED
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tical, they’ll sound the same. If
they’'re not, then coloration differ-
ences of the different types could get
in the way. The coloration difference
is interpreted as an EQ difference,
which gets interpreted as a differ-
ence in the mix. If the different types
of phones are on separate mixes, then
it’s less of a problem. The only good
reason I can see for having them all
electrically match is so that the level
is the same for all phones in the
system. But, if the sensitivity and
impedance work for you (like in our
example above), then the impedance
doesn’t matter (as far as matching
goes).

4. How do I protect the phones and
peoples’ ears from potential dam-
age caused by the larger ampli-
fiers? How do I protect the ampli-
fier from shorts caused when the
plugs are pulled?

Refer to Figure 3 in my article. As
you can see, the resistors connected
to the individual jacks isolate each
jack from the amplifier. Plugging
in or unplugging here can’t short
anything as the amplifier is always
47 ohms “away” from the jack. I
recommended XLR connectors for
the amplifier to box connections as
XLR connectors don’t short anything
out when you plug or unplug them.

The resistors also provide a small
measure of protection for the phones.
But the real protection comes from
the impedance of the headphones
themselves! Again, look at the pre-
vious example. For the 2000 ohm
phones, the 100W amplifier can only
deliver 400mW into the headphone
load. My own experience tells me that
this is a bit much for the Sennheisers,
so I would be careful to watch the
overall level delivered to the system,
if I were using the 100W amplifier. If
the headphones have a maximum
SPL rating, you can calculate back-
wards to see how much voltage that
is, then see what that voltage would
be if it was delivered across 8 chms.

Remember that the 8 ohm ratingis
only a reference so we can calculate
the voltage output.

As far as protecting your ears, the
level with the 100W amplifier was
only 128 dB in either case. I don’t
think that there’s much cause for
alarm. If you're really conscientious,
you can hang a VU meter across the
output and calibrate it so it reads

0 VU when the 'phones are really o

loud.
MODERN RECORDING & MUSIC
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music & sound expo

R
NAMM in New Orleans ...a flrst'

NAMM International Music & Sound Expo
June 22-25, 1985
New Orleans Convention Center
and
Rivergate Expo Center

The premier international show for the music products industry.

For exhibit or registration information:
National Association of Music Merchants

5140 Avenida Encinas, Carlsbad, CA 92008
(619) 438-8001
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By now, the Oberheim Xpander (introduced about a
year ago) is not exactly news; it has been reviewed in
other publications. and there are quite a few satisfied
Xpander owners out there. But that doesn’'t mean that
the Xpander is no longer of interest. Rather. itseems to
me that the Xpander was ahead of its time when
introduced. and that times have just now caught up
with the Xpander. For example, features that didn’t
seem quite as significant only a vear ago havetakenon
new importance in the brave new world of MIDI.

Those who want a detailed description of the
Xpander from a synthesist’s point of view should look
up Jim Aikin’s comprehensive review in the September
1984 issue of Keybourd magazine; his piece covers all
the bases, and | see no reason to repeat it here. This
review will concentrate more on the Xpander from a
conceptual standpoint for those who might not fully
understand what this deceptively unassuming little
box can really do.

What is it? The Oberheim Xpander contains six
synthesizer voices. but these aren’t just any voices—
each voice is capable of a remarkable degree of sonic
complexity, for reasons which we’ll cover later.

There is no keyboard on the Xpander. Instead, vou

can drive it from six individual control voltage and
gate outputs (thus making it ideal for interfacing with
the Oberheim DSX sequencer) or via MIDI. Both
models, which are nof mutually exclusive. are quite
powerful. Accessing via MIDI means that you can use
virtually any MIDI device as the controller, including
“mother” MIDI keyboards., remote keyboards. and
MIDI-output guitar synthesizers. Something like the
GR-700 guitar synth takes on new life when driving
the Xpander. and for MIDI-output only guitar
controllers (such as the SynthAxe), the Xpander is a
dream come true.

About those voices. To fully appreciate the
Xpander requires a bit of background on the grand:
father of synthesis, the modular synthesizer. This
type of instrument consists of dozens of dedicated
modules (individual VCAs, VCFs, VCOs, envelope
generators. ring modulators, etc.), whose inputs and
outputs connect together with patch cords. While
patch-based synthesizers give tremendous flexibility.
changing from one sound to another can literally take
hours due to all the re-patching required.

After modular instruments had been around for a

MODERN RECORDING & MUSIC
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while, musicians found out that many acoustic
instrurnents could be simulated with a relatively
limited combination of modules, namely two VCOs, a
VCF, a VCA, and two envelope generators (one for the
VCF and one forthe VCA), plus pitch bend and vibrato
modulation. This combination of modules, or anyother
combination of modules designed to form one complex
note, is called a “voice.” Polyphonic synthesizers use an
individual voice for each note; and to keep track of all
the control settings, programmable polyphonic
synthesizers store the settings in memory.

Unfortunately, though, what was gained in ease of
use was lost in flexibility. Many of the beautiful,
detailed sounds coaxed from the original Moog
modular systems simply could not be produced from
an instrument with more limited sonic options. The
Xpander, though, is a different kind of machine. It
represents some truly original thinking and takes
excellent advantage of today’s technology. Each voice
contains the traditional dual VCOs, VCF, and VCA,
but also includes five delayed ADSR envelope
generators, five LFOs, four ramp generators (where
you can set duration and up/down direction), three
“tracking” generators (which, stated as simply as
possible, alter the shape of a modulation curve), a lag
processor (commonly used for portamento and
“smoothing”), and multiple VCAs for overall level
control.

Each of these “modules” in the voice is also very
comprehensive. For example, the oscillators have
their own level controls, and the filter is capable of 15

distinct modes (not just the usual 24 dB/octave
lowpass). And when it comes to modulation, just about
anything can modulate anything else thanks to the
Xpander’s “modulation matrix.” Those who remember
the old Putney synthesizer with the pin matrix (where
plugging in a pin connected one of several rows of
outputs to one of several columns of inputs) will feel
quite at home with the Xpander, which has the same
matrix concept—but translated from hardware to
software. In other words, if you want tomodulate LFO
1 with LFO 2, you just select LFO 1 as the destination
and LFO 2 as the source. You can specify up to six
sources for each destination, so you can have your filter
tracking the keyboard, being modulated rapidly by
one LFO, responding to the keyboard dynamics, and
still have room left over for three other sources. And
remember, each voice can have its own set of
adjustments (or you can adjust the same parameter on
different voices simultaneously).

By now, if you have the idea that the Xpander is
capable of some really complex sounds, you're right.
You can even do FM effects, and if someone tells you
that analog synthesizers aren’t capable of doing FM,
you might want to point out that since the two
oscillators for each voice are fabricated on the same
chip they track each other perfectly.

So how important is it to have such a complex voice?
In my opinion, very important. I feel that synthesizers
have often been used percussively because it is not
possible to create sustained yet interesting tones on the
average synthesizer. Of course, you can add some

525 Dual Gated Compressor/Limiter
Simultaneous compress/limit and expand/gate.

CL150 Fast RMS™ Compressor/Limiter
A highly cost-effective single channel automatic gain controller.

Symetrix

501 Peak-RMS Compressor/Limiter
Simuitaneous peak and RMS detection. An indispensabile tool for Pa,

522 Compressor/Limiter/Expander/Gate/Ducker

Versatile muiti-function processing for studio, stage, or production.

109 Beill Street

Seattle, Washington 98121, USA
Telephone (206) 624-5012

Telex 703282

511 Noise Reduction System ;
Removes noise from any source, pre-recorded or live, mono or steraao.

Symetrix products are sold and supported world-wide. When yau

specify Symetrix you specify quality, performance, and reliability:
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Improving on the Unimprovable.
18 dB greater overload and
4 dB lower noise than a U 87

1985 |
REDUCED \
PRICES

) B
The entire NEUMANN collection is now

even more affordable. Phone or write today
| for a brochure and our new price list.

|
s R G DTN F I IPANN N%
AUDIO CORPORATION
741 Washington St.  New York, NY 10014
(212) 741-7411  West Coast Office: (818) 841-1111
| Gotham Canada: (416) 665-2542
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pitch-bend to spice things up, but face it—a synth
waveform is inherently dull. With the Xpander,
though, you've got enough capabilities tocreate a voice
that varies subtly (or not so subtly)over a long period of
time. I found myself playing slow, beautiful melodies
simply because it is so easy to create truly vibrant
sustained notes.

For sound effects, the Xpander is remarkable. Most
synthesizers these days are meant to produce tonal
music, and the Xpander can certainly do that. But if
yvou want something that can sound like 50’s electronic
music, the Xpander does the job. In fact, there are
some factory patches where so many modules are
interconnected that the patch simply plays itself.

Controlling the thing. The people at Oberheim
have gone out of their way to make the Xpander
relatively easy to operate. The Xpander uses a “page”
system, like the Voyetra or OB-8. that allows a limited
number of knobs and switches (six and twelve
respectively)to alter a seemingly unlimited number of
functions. The “page modifier” section of the
instrument is set up as five “rows” (see theaccompany-
ing photograph); from top to bottom you will find a
green alpha-numeric fluorescent display, six upper
switches, another green alpha-numeric fluorescent
display, six lower switches, and at the bottom, six
multiple-detent knobs. When you call up a page (such
as the VCOI1 page, VCF/VCA page, LF(Q page, etc.),
the top display lists the parameters you can modify,
while the bottom display lists the existing parameter
values. For example, with the VCO2 page the top
display lists FREQ, DETUNE, PW (pulse width), and
VOI. as variable parameters. To change one of the
values (as indicated in the lower display), you turn the
knob directly below the parameter label (i.e. turn the
located knob below FREQ to vary the frequency).
Different parameters have different values; -63 to +63
seems most common. but some cover a narrower
range, and some have positive valuesonly. Youcanalso
enter a number using a row of number keys located
just above the Page Modifier section: for this you first
press the switch above the associated knob, then press
the appropriate number keys.

And what about the switches below the upper
display? These select modulation sources for the
particular parameter shown in the display. For
example, press the switch under oscillator FREQ, and
vou can select up to six different modulation sources
using the number keys (which under these circum-
stances double as controller select keys). At first, it
takes a while to figure out exactly what’s going on with
all the different pages, but a little practice makes
things totally clear.

The programmer. A third display shows the
general status of the instrument, as well as which
program has been selected (this shows both a number
and name of your choosing). The Xpander stores 100
“single” programs, where all notes play the same
patch. However, you can also store 100 “multi”
programs, which combine up to six single programsin
useful ways. Multi programs allow you to do keyboard
splits, or doubling/tripling of voices; youcaneven split
the keyboard into three overlapping “zones.” each of
which can have its own patch. Perhaps most
interestingly, multi mode lets you treat the Xpanderasa

MODERN RECORDING & MUSIC-
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multi-timbral synthesizer, where each voice may be
controlled individually via a separate MIDI channel.

MIDI. The Expander has one of the better MIDI
implementations I've seen. Five of the controllers
(Lever 1, Lever 2, Pedal 1, Pedal 2, and Pressure)can
be assigned to any MIDI control number from 0to 122,
as well as to MIDI pitch bend information. To give an
idea of how MIDI controllers work, suppose you want
to control the Xpander filter cutoff frequency from a
“master” instrument’s vibrato amount controller
(often called the “right wheel”). If the MIDI master
sends out vibrato amount information over controller
channel 1, with the Xpander you would first choose the
filter cutoff MIDI controller (Lever 1, Lever2, Pedal 1,
Pedal 2, or Pressure), then assign thechosencontroller
to Xpander MIDI controller channel 1. That may
sound complicated, but really, it’s not all that
difficult...just remember to match up the controller
channels when exchanging data from machine to
machine, and assign the controller channel to the
correct parameter in the Xpander.

Overall evaluation. There is much, much more
to cover with nowhere near enough space to do justice
to the task. As a synthesizer, the Xpander lives up to
the claim that it is a fantasy realized—for many years,
I dreamed of a synthesizer that was aseasy to use asa
cheapo programmable yet versatile enough to make
me not wish that modular synthesizers would make a
comeback. The Xpander is a total success on hoth

counts. It also has that clean, dry (or maybe I should
say “brut”) Oberheim sound that cuts through well on
tape and seems to suffer minimally from bad sound
systems. It takes a while to learn the instrument, but
once you do, it’'s not that difficult to program
considering the very high level of sophistication.

But perhaps the Xpander’s greatest value is indeed
as a high-class expander module. MIDI sequencersare
great, but there’s always the problem of finding
enough synthesizers to give you a bunch of different
sounds. Sequential made an attempt at solving this
problem with the Six-Trak, but the voices themselves
were pretty weak. With the Xpander, though, you have
six great voices that are just ripe for MIDI control. I
used the Emulator II sequencer to program six
different channels of MIDI melody lines, and sent
them all to individual Xpander voices. Hey...this is
what MIDI is all about! Combining the digital
sampling sounds of the Emulator II with the analog
sounds of the Xpander made for a great combination,
but sequencing the six highly complex Xpander
voices, then playing Emulator on top of that. was even
more fun.

Do I like the Xpander? You bet. And for $2995 list,
yvou do indeed get value for money. If you're into MIDI
and understand that there’s a lot more to analog
synthesis than people generally realize, you are going
to really enjoy playing with the Xpander.

P.S. Oberheim also makes the Matrix-12, a 12 voice
kevboard synthesizer based on the Xpander that

features a velocity sensitive keyboard. -

il

THE ULTIMATE TOUNG MACHINE

THE
ALL-NEW
PR1800

600 WATTS p/c MOSFET perform-
ance...continuous average sine wave
@ 4 ohms, 20Hz to 20kHz.

900 WATTS p/c @ 2 ohms.
1800 WATTS p/c BRIDGED.

PHASE CONTROL REGULATION...
allows Safe Operation even at 1 ohm.

MODULAR Design for easy Field
Serviceability.

ROADABLE 14 guage steel chassis
in a space-saving 5% " rack space

TWIN FORCED AIR cooling system.

Whether you’re touring the WORLD,
or the NEIGHBORHOOD, the Incom-
parable PR1800 is the ONLY AMP you
may ever need!

. GSA)
2200 So. Ritchey, Santa Ana, CA
CANADA: E. S. Gould, Montreal H4T 1ES
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‘Hartman

Instant Replay of Success

16

and John Fogerty got all the headlines (and rightly so), but they

weren't the only artists who returned to the spotlight last year after a
long absence. Of those less-celebrated, the most unlikely return may be Dan
Hartman's. Hartman's public career started with the Edgar Winter Group
(for whom he wrote "Free Ride") and led to a checkered solo career as an artist
(the 1979 disco smash "Instant Replay”). writer (for Diana Ross). and producer
(Plasmatics). Hartman's return to the charts with "I Can Dream About You,” one
of the few listenable songs from last summer’s Streets of Fire soundtrack, places
Hartman firmly in the center of the pop zeitgest. With co-producer Jimmy Iovine and
new songwriting collaborator Charlie Midright, Hartman's new LP has spawned
two dance floor hits (the aforementioned title track and "We Are the Young™). I Can
Dream About You has its share of obvious moments, but it is still an effective show-
case for this self-proclaimed “'studio rat’s” skills. Modern Recording and Music
sat down with Hartman in late March at New York's Top Cat Studios, where
he was rehearsing for his first tour in the past decade.

Nineteen eighty four was a year of many rock n’ roll comebacks. Tina Turner

MODERN RECORDING & MUSIC
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Modern Recording & Music:
How did “I Can Dream About You”
happen?

Don Hartman: Jimmy (lovine)
and I have known each other for
years. He worked on the Edgar
Winter Group’s Shock Treatment
album as assistant engineer for
Shelly Yakus, and we stayed in touch
over the years. One time I was in
California and he was producing
Stevie Nicks’ Wild Heart in the same
studio I was working in. I saw him
in the hallway and he told me he was
working on the Streets of Fire sound-
track and he’d like me to submit
something. 1 had a tape of “I Can
Dream About You” sitting around
the studio as a demo. I sent it to him
and he loved it. The version on the
record is mostly my demo version,
even though the original demo was

much more electronic-sounding. The
electronic drums at the beginning
are there for the whole track. Jimmy
added a real drummer. a real bass
player, and a real guitar player. He
gave it a more human rock element
to complement my electronic dance
element. It’'s got the best of both
worlds.

MR&M: Why has it been ten vears
and why now?

DH: The ‘now’ question iseasy. I'm
making music I'm excited about that
can be played live. I never stopped
making music because [ have the
studio in my house, but I didn’t have
the means to play them live. I was
doing a lot of dance music that I
couldn’t play live and honor it as an
art form. What I'm doing now can be
played live with a rough rock n’ roll
band. The two kinds of music thatare

prevalent today, rock and dance
music, have finally come together.
That's where I am—rhythmic dance
rock n’ roll.

MR&M: What's your approach to
synthesizers?

DH: I prefer synthesizers without
a sequencer. [ don’t like the sequencer
to play the part. I like to play it live—
it feels better.

MR&M: Do you think you'll be
working with Jimmy lovine in the
future?

DH: I don’t know. People change
between albums. When it comes time
for the next album, I don’t know if
he’ll have the time. There are so many
variables. When the next album
comes up, there’ll probably be more
steps I want to take. It’s difficult to
produce yourself. You have to keep a
wide enough perspective and you

Multi Level S’ru'dio Equipment List

Console
MCI JH-538 Recording Console with Automated
Mix

Power Amps
Crown D-150 Power Amplification (tri-amped)

Monitors

Altec Big Reds with Red Series time/sync
crossovers (604-E)

Altec Little Reds

Yamaha NS-10s

JBL 4310s

General Electric Mono Radio (cirea 1930-plastic)

AR-3As

Tape Machines

MCI JH-24 Recorder with Wonkie Heads plus
Dolby (Dolby not used)

MCI JH-110 2 track Recorder with Wonkie Heads
plus Dolby (Dolby not used)

Teac & Aiwa %-, Y-track & cassette recorders

Outboard Equipment

AKG BX20-E Reverberation {2 stereo units)

Sontec Stereo Parametric Equalization

Orban Parasound Parametric Equalization

API 3-band Equalization

Lang PEQ-2 boost/drop Equalization

UREI 529 Graphiec Equalization

Lexicon Prime Time II Model 95 with Med-1
Extended Memory

UREI Cooper Time Cube

Eventide Harmonizer

Ibanex Flanger/Phaser

Teletronix LA-2A Limiter/Compression

UREI 1176 Limiting

DBX 160 Limiting

Allison Gain Brain Compression

Allison Kepex II noise gates

Orban Parasound De-esser

Crown D60 & D75 Headphone Amplification with
Koss Pro 4AA & 6AA

Onkyo Integrated Stereo Headphone Amplifica-
tion (placed by performer for personal control)

Pioneer SA-9800 Stereo Amplification with JBL
4310s

Pioneer Spec-1 & Spec-4 Power & Pre-amplifica-
tion with Altec Reds

SAE Mark 1A & 1B Stereo/Graphic Amplification
with various monitors

Pioneer SA-8100 Stereo Amplification with JBL
4315s

Roland Boss pedal effects

Countryman & Sescom Direct Boxes

Microphones

Neumann U-87, Neumann U-67, Sennheiser 421,
Sennheiser 441, Neumann U-47, Sony ECM 33P,
E V RE20, AKG D224E, Beyer M 160, Crown PZM,
E V RE15, Shure SM81, Shure SM57, Shure
SM58, AKG D12 E, AKG C414 EB.

Instruments

Yamaha 7-ft. Conservatory Grand Piano

Sabathil & Sons 5-ft. Double Manual Harpsichord
Opus 8

Oberheim DMX Drum Machine, Oberheim DSX
Sequencer

Roland 808 Drum Machine

Memorymoog, Oberheim & Emulator II Synthe-
sizers

Dr. Click Synchronizer

Guitar Amps

Roland Jazz Chorus, Peavey 100 SS, Marshall,
Ampeg & Acoustic Amps

Ludwig Acoustic Drums & various percussion &
congas
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have to be ruthless and cut and edit.
Sometimes you get confused and
need an outside ear. I recognize that.
Some artists don't recognize that and
come out without something sound-
ing weird because of it.

MR&M: How do you hear “Instant
Replay” almost a decade down the
road?

DH: I'm successful at communicat-
ing. When I'm in the studio messing
around. I don’t think, “This sounds
commercial.” I just turn the music up
to 10 and have a party. My natural
inclination is what lifts me off the
floor. With your own studio, you ean
either get real lazy or become a
workaholic. When 1 play “Instant
Replay” now, I listen to something
that at the time communicated in the
best way I knew how. It incorporated
the trend of the time with real
communication. I did that song
because I was in love and I was
elated. I did the whole thing in one
week as a gift. It reflected the times.
A lot of my rock friends said at the
time, “That’s a hip record.” If you
listen to the disco records of that
time, “Instant Replay” had more of a
rock edge. I just put together a new

elated.

When I play “Instant Replay” now,
I listen to something that at the
time communicated in the best way
I knew how. It incorporated the
trend of the time with real
communication. I did that song
because I was in love and I was

version that we'll be doing on this
tour. It will reflect the sounds of the
Eighties now, instead of sounding
like 1978 disco. I'm still proud of the
original. The vocal performance is
greatand it achievesa feeling. That’s
the most important thing. The song
communicates.

MR&M: With “Instant Replay,”
you were a rarity, a white man witha
disco hit in the midst of the racist
‘Disco Su--s' movement.” With the
new album, you seem to be making a
conscious effort to integrate stereo-
typical “black” and “white” styles.

DH: That’s right. It's not somucha

conscious effort as the consciousness
of my focus. On “I Can Dream About
You,” the idea was to establish myself
as a vocalist. I want to make main-
stream records—I don’t want people
to miss my message.  don't want to be
too weird. I want to beheard—Iwant
to communicate. I'm a rock n’ roller,
but I alse leve rhythm n’ blues and
soul. I love the spirit, the passion, and
the sexuality of R&B much more
than headbanger rock n’ roll—even
though some of my favorite albums
are Pyromania and For Those About
to Rocl. Thev're headbanger albums,
but they also have soul.
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When you get into the areas of
eroticism, politics, and belligerency,
you have to be careful Some of it
will get out. Both Chatlie and I
have slanted minds. If “Relax” or
“Sugar Walls” can be hits, there is a
place for that kind of stuff, too.

It's fun and interesting to write
about that. Or with politics: Third
World people own the bomb. That's
probably where the nuclear war
will start. They have nothing to lose.
You can write about that. It’ll be just
another record from a romantic

cynic.

Two years ago, [ fired everybody
around me. I fired my manager. my
lawyer, everybody. I got away from
everyvthing. I wanted to carry forth a
concept of dance rock n’ roll and the
people around me wanted to do the
same stuff again. I wanted todoa Big
Bam Boowm. They weren’t behind me.,
so I quit and disappeared for eighteen
months. I lived my life. Along the
way, I was writing. “I Can Dream
About You” is what I was trying for.
It’s crossover, black, white, rock,
dance, and has a great vocal. It’s
everything. Remember, it looks like
black people do “I Can Dream About
You” in the video. People saw the
picture sleeve and said, “Huh? He's
white. This can’t be Dan Hartman.”
If they like the music. that’s all that
matters.

MR&M: How is getting ready fora
tour different from preparing to
record?

DH: I don’t actually get ready for
records. I justdo’em. It’'s day today; |
live in it. For the tour, it's been easy
and fun for the band to master tracks
that are mostly just me on the album.

MR&M: How has producing or
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engineering other people’s work
affected your own records?

DH: When I do somebody, else’s
record, I'm a totally different person.
I feel more of a responsibility to make
sure nothing’s messed up. Like my
own work, I try to go for the magic,
the essence of that artist. But I am
more careful.

MR&M: You've said you want to
play mostly small venues on this tour.
Can you make money doing that?

DH: No. I'm not going out to lose
money—who wants to bleed?—but I
don’t think it’s all about money. I
don’t necessarily want to make
money on the road. I've been lucky to
make money from my records. When
I goouton theroad, I pay myband all
the money. I don’t make any money.
My manager gets his cut, the ex-
penses get paid, and [ come back with
the same amount [ left with.

MR&M: But you do get to play in
front of people.

DH: Yeah, that’s it. The thing is to
translate the studio excitement
onstage. You've got to live what
you're doing onstage. It's got to be
raw energy. It doesn’t have to be
perfect. If it was, it would be boring.

MR&M: What inspires you?

DH: Sex.

MR&M: That’s a great motivator,
but anything else?

DH: I'm inspired because people
are starting to hear me. I want to be
heard. When no one’s listening, I'm
not real motivated. I'm motivated by
listening to Chaka Khan. She’s the
Jimi Hendrix of our age. She’ll sing
and sometimes it sounds like Hen-
drix’s guitar. It’s the same essence of
freedom he had in his solos. She’s a
major vocal influence and inspira-
tion. I love Foreigner, Vangelis,
Robert Palmer. Lotsa stuff.

MR&M: “I Can Dream About You”
became a hit mostly because it fit
snugly in the current dance/rock
sound that’s all over CHR. Was that
calculated or accidental?

DH: It was luck. I do not consider
those things when I'm recording. I
just do what I want to do.

MR&M: Do you and Charliehavea
set writing method?

DH: [ met Charlie eighteen months
ago when I cut myself loose of the
corporate leeches. [ met him through
some people at CBS and tried some
songs together. Those songs had a
real uniqueness. When we write a
song, we have a reason. I like songs
that have no reason at all, but they
don’t wear very well. If you want to
say something and mean something,
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you'd better have something strong to
say that'll reach people. We usually
start with a title, discuss it. He'll go
off somewhere and come up with the
lyric and I can read hislyricand hear
the music. I don’t fight it—Ijust getit
down on tape.

MR&M: What kind of music can
we expect from you and Charlie next?

DH: We're discussing topics. We
want to get strange, but still com-
municate. It'l] be weird.

MR&M: What do you consider
weird?

DH: When you get into the areas of
eroticism, politics, and belligerency,
you have to be careful. Some of it will
get out. Both Charlie and I have
slanted minds. If “Relax” or “Sugar
Walls” can be hits. there is a place for
that kind of stuff, too. It’s fun and
interesting to write about that. Or
with politics: Third World people
own the bomb. That’s probably
where the nuclear war will start.
They have nothing to lose. You can
write about that. It’ll be just another
record from a romantic cynic. o
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(I. to r.): Rick Davies, David Gilmour, Bob Siebenberg, David Kershenbaum, John A. Helliwell and Dougie Thomson.

“sophisto-rock,” Supertramp is charting a new course after the amiable

departure of half of its original songwriting duo. Roger Hodgson. who penned
and sang "The Logical Song” and "It's Raining Again,” left the band in 1983
to pursue a solo career. The streamlined group is now fleshing out the musical
version of keyboardist Rick Davies, whose songs were always the less whimsical and
harder hitting of the pair. Davies’ blues-rooted compositions have led the band
into a funkier vein on their latest release, Brother Where You Bound, which features
a 17-minute title track that takes a swipe at political paranoia.

Over the years Supertramp has been credited with meticulous record production
and careful concert sound. Crime Of The Century, released in 1974, was con-
sidered a landmark studio achievement; its crisp clarity was enlisted to demon-
strate stereo systems and used as a reference for checking studio speakers.

Rick Davies and Supertramp’s engineer, Norman Hall, spoke to MR&M about
how they‘ve maintained their strict standards for record making and how

advanced technology makes the task even more of an adventure.
22 MODERN RECORDING & MUSIC
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Modern Recording & Music:
Supertramp has been categorized
as a “sophisto-rock” or “art-rock”
band, although its roots, especially
yours, lean in a totally different di-
rection. How do you feel about being
confined to categories which may not
even correctly contain you?

Rick Davies: Well, I just think
we've managed to leave ourselves the
ability to go whichever way we want.
I think we've gone across the board
over the years. Supertramp has done
all kinds of things from quite heavy
to very bubble-gummish.

MR&M: This is Supertramp’s first
album in three years. Does the band
have a new sound?

RD: As you might know, our other
writer and guitar player is no longer
with us, so we don’t have the dialogue
thing anymore. The last few Super-
tramp albums were really a dialogue
between myself and Roger. It became
a stale concept. Eventually it just had
to come to an end.

We hope to bring new fans on board
and maintain our old ones. We’ve still
got a lot of what was old Supertramp
in the new album. It’s got a lot of the
drama of Crime Of The Century, and
it’s got new facets to it as well.

MR&M: What effect has Roger’s
departure had on your writing?

RD: I think that, towards the end,
we were both kind of independent as
writers, and that contributed to our
eventual parting. I think the really
good things Roger and I did were
when there was more integration,
like “School.” It became very frag-
mented toward the end.

A lot of the stuff on this album was
written while Roger was still around.
There are a couple of new tracks that
I did specifically for the album.

MR&M: Roger’s musical persona
seemed so different from yours. Do
you think your partnership somehow
diluted the musie, or kept it from
being a strong representation of
either of you?

RD: Eventually it did. As I say, it
worked both ways. When we were
stuck in little apartments together
and we’d have to make music, it
worked. But as soon as we had our
independence, through the success of
our records, it tended to work against
our musical personalities.

MR&M: What effects did Roger’s
departure have on the band?

RD: I think it alleviated a certain
amount of restriction. On our last
album, everything was like pulling
teeth. There was a sigh of relief all
around when the decision was made
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and Roger left. I think it was the
same for him.

Fortunately I got a vote of con-
fidence on the new material. I think
the guys genuinely like the stuff and
got behind it.

MR&M: Have you tried to com-
pensate musically for Roger’s
absence by adding extra instruments?

RD: Sure. We have a few guitar
players on this album. A guy called
Marty Walsh, an excellent guitar
player who worksaround LL A, and of
course we have Dave Gilmour on the
long piece.

MR&M: I heard a wide variety of
keyboards on the new album. What
are they?

RD: All of the album is based
around a grand piano. All the songs
were written on it, but there are lots
of other instrumental colors coming
in throughout. We use a Yamaha GS1
for brass sounds. Apparently they're
not making the GS1 anymore, but it’s
got such a meaty sound that I'm going
to hold onto mine for as long as
possible.

String sounds are from the Jupiter
and Fairlight/PPG combination.

Norman Hall: This time we got
into MIDI-ing keyboards together to
get a string sound, which is something
the band hasn’t done before. Now, you
you can use combinations of sound-
boards with Fairlight and PPG. The
string sounds on this album are some
of the best we’ve heard.

MR&M: How much instrumental
synthesis is on the album? You
mentioned brass and strings...

RD: Simulating other instruments?

Mostly it’s strings, but there is some
flute on a song called “No Inbetween.”
It’s a flute sound from a GS1. We also
have some real flute played by Scott
Paige on other parts of the record.

MR&M: What differentiating
characteristics do you find between
real and synthesized sound?

RD: Usually I find that the real
things are slightly more alive, if you
can use them. The thing with strings
is that obviously it’s so much easier to
work up an arrangement if you can
do it yourself. Whereas if you've got to
get an arranger, and get a session
together, it’s quite difficult to keep
what you're going for in mind.

I think that these days synthesized
string sounds are getting very good.
Although they’re not exactly what a
real orchestra would sound like, they
have their own characteristics that
work well.

MR&M: It's very refreshing to
hear that song base of acoustic piano.

NH: It’s a general thing, actually,
including using a lot of real drums.
People are getting so used to hearing
drum machines that it tends to be
refreshing when real drums are
there. The band will always have that
base of acoustic instruments and real
drums and then blend things inside
of that.

MR&M: Do you use any drum
machines on Brother Where You
Bound?

RD: With “Cannonball,” the open-
ing track, we started working with a
drum machine. Eventually, itstarted
getting on everybody’s nerves be-
cause there was no variation with the

I thmk most good muszcmns are m

--tota;l control of their sounds,
 because the sound of something

--iIs made by the guy who’s playingthe
- instrument. From an engineering
- point of view, you can struggle

-.to make something sound good,
--nght‘? But, in general, if you have a
= really good musician who knows
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..make it sing without you having
~to do much at all, which should
.;.be the way, really.
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dynamics and tone of the drum. Later
on, our drummer came in and re-did
his drums over the drum machine. It
was quite tricky, and it took a few
shots through, but we managed to get
it back to life rhythmically.

MR&M: You more or less used the
drum machine to keep a steady beat?

RD: With a piece like “Cannon-
ball,” which is seven minutes of solid
straight groove, it’s tough for a
rhythm section to hold rock steady.
We got pretty close the other way, but
just couldn’t quite hold it.

MR&M: Dave Gilmour plays some
guitar on the album...

RD: Right. He comes over with a
whole guitar setup which he puts
straight onto the record. Everything
is mixed, echoes, repeats. He’s got
four amplifiers and two pedal boards
which he’s constantly clicking. He's
got this whole thing of playing with
repeats and instead of toying with it
later, he’salready got the whole thing
happening.

NH: He uses a guitar synthesizer
which has pre-programmed sounds
on a cassette. He can plug his cassette
in and play along to that and what he
plays will be enhanced by whatever
sound he’s using on the cassette. It’s

make something sound good, right?
But, in general, if you have a really
good musician who knows his instru-
ment, he’ll come in and just make it
sing without you having to do much
at all, which should be the way,
really. Mostly, an engineer’s job is to
enhance or stretch the harmonics of
what’s being done, not to really
change the sound. If the engineer is
trying to make a sound, I think
there’s something wrong.

MR&M: “Cannonball,” the first
single from the new album, will also
be released with a dance re-mix.
What changes will be made to the
mix?

RD: I have no idea. We're handing
this over, really, to a guy called Tom
Scott who had done this kind of thing
before. It’san interesting experiment
for Supertramp. We're basically
going to take him the tapes, which is
72 tracks for him to think about.

MR&M: Aren’t you concerned
about handing your “baby” to some-
one else?

RD: I don’t know about concerned.
If it’s really unacceptable we’d have
to step in and say “no,” but he’s got a
good reputation and he’'d done some
good stuff.

Personally speaking, I think digital
is gredat, it's fantastic, but it still has
a little way to go before it has

the warmth and character that’s
necessary for recording with
Supertramp. But then again, The
Night Fly by Donald Fagen was
recorded digitally and it’s great!

great because he’s in total control of
his sound. He doesn’t leave it to
anybody else. He gets his sound and
it’s like a finished product. Musically
he knows what he’s doing and he
doesn’t leave it to chance.

MR&M: As technology extends
our capabilities, do you think musi-
cians will choose to leave less to
producers?

NH: I think most good musicians
are in total control of their sounds,
because the sound of something is
made by the guy who’s playing the
instrument. From an engineering
point of view, you can struggle to
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MR&M: There seems to be a
constant echo on your voice...

RD: There are various echoes
throughout. It’s just for variety. If
you have an album of basically one
voice all the way through, you have to
really try to give itasmuchvariety as
you can. Otherwise it’s going to get
monotonous.

MR&M: 1 have the special CRO?
“audiophile” cassette of your last
album, Famous Last Words, and it
really is heavy on the high end.

RD: Well, how “special” was that?
They really should try to get cassettes
to sound better.

www.americanradiohistorv.com

NH: We spend ridiculous sums of
money trying to get as good a sound
as possible. For example, on this
album we used one 16-track and two
24-track machines in order to keep
first generation sound. It all even-
tually comes down to a tiny cassette.
That’s the killer. Compact disc is
probably the new way and I think it’s
going to get better. Personally Ithink
it's got a way to go, but I firmly
believe it’s here to stay.

MR&M: Is your mixing process
affected by your consideration of
what kind of system the record will
be played on?

RD: Yes. We mixed in Ocean Way
in LA and there was a small stereo
system set up in the actual playing
room of the studio. When they were
getting pretty close, we'd pump it
through to this small system. We’d go
listen to it and it had a totally
different feel after hearing it from
the main control room.

MR&M: Can you describe your
recording process?

RD: On this record we tried to get
our bass, drums and pianodown as a
unit. John [Helliwell] usually plays
saxophone and he’s got quite a high
success rate of getting his solos down
from the original track. He tends to
respond to a good take with a good
solo. Over the years a lot of them, like
on “The Logical Song” and “You're
Bloody Well Right” were from the
original takes. He tries to getit all at
once, as well.

Then we start to build. I've usually
got a rough vocal down.

MR&M: Do you usually have all
the parts in mind before you go into
the studio?

RD: This album was demoed
totally, for the first time, in my home
studio. I have a 24-track machine,
which is an...

NH: Ampex 1200. There’s an API
32 by 24 board, Tannoy monitors, a
lot of tube microphones and a lot of
outboard gear which is the usual sort
of equipment... AMS equipment.
Lexicon digital reverb, the usual
array of limiters. Rick’s got various
musical instruments that he uses,
LinnDrums, and we use the Ober-
heim drum machine also.

MR&M: What instruments do you
have at home?

NH: Jupiter, Yamaha C25, Wurlit-
zer, PPG, 9-ft. Steinway grand, a
couple of Yamaha DX 7s. OB-1, Moog.
When the need comes up for certain
instruments we just get them.

RD: We hired a guy called Gary
Chang for some of thisalbum, the guy
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with the Fairlight/PPG MIDI-ed
together.

NH: We used the Synclavier, too.

MR&M: Did you program it?

RD: They program it. It's a full
time job. They’ve got whole libraries
of sounds and they can blend them
together and program them in. It's a
whole within itself now. There are too
many facets to be good at all of them.

MR&M: Will you strive to become
more adept at the programming end,
or would you rather leave it to
someone else?

RD: I'd like to understand it more.
Especially for demos with the drum
machine patterns. That’s the real
priority for the next go-round, to be
able to get into the track more before
too many outside influences disturb
your view of it.

MR&M: What studio did you use
for the new album?

RD: Ocean Way in Los Angeles.

MR&M: Did you track and mix in
different studios?

NH: We tracked, overdubbed and
mixed in different places. The tracks
and mixing were done in Ocean Way,
and the overdubbing was done at
Rick’s home studio. Plus a couple of
tracks on the album were recorded at
Rick’s studio. “Cannonball” was.

MR&M: And you mastered...?

NH: At Master Disk in New York
with Bob Ludwig.

MR&M: What kind of boards did
you use to record and mix?

NH: We recorded in Ocean Way’s
Studio B which has a Dalcon board.
The nice thing about itisthat youcan
pressa switchand it bringsintolinea
bank of API equalizers that are
outboard.

It’s a beautiful studio to record in.
It’s a very large room. They've got
lots of outboard equipment which is
really good stuff, like Lang and
Pultec equalizers, which are very
warm sounding.

When we mixed in Studio A there
was an API board and thesame array
of necessary outboard equipment. It’s
also got George Massenburg moving
fader computerization. With this
album we could not have mixed
without the aid of the computer. We
kept everything first generation by
going on to three tape machines.
You'd need four people to mix if it
wasn’t computerized.

MR&M: Was your pre-production
very complicated?

NH: Pre-production was the demo
that Rick did entirely on his own. He
played everything. It gave everybody
an excellent idea of what was needed.
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MR&M: Can you think of other
ways in which the last wave of new
technology has affected your music-
making process?

RD: I suppose the big thing these
days is the drum machine. I haven't
used them to compose yet, but I'm
going to try to do a few things with it.
I think you can go overboard, but the
great thing with it is that it's so
instant, and also, with the Portastudio,
you can be your own engineer.

MR&M: How important is video to
your work?

RD: It's a fact of life. You're
obligated to do it. Sometimes you'll
get into it and other times you really
don’t have a clue what video you
would like.

The long track, “Brother Where
You Bound” is going to be a complete
film which is slightly different from
a video. We're in the process of doing
that now and it’s going to be interest-
ing to see how it’ll turn out.

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

RD: I personally have always been
advised to stay with the analog.

NH: We discussed going digital
this time. Personally speaking, [
think digital is great, it’s fantastic,

but it still has a long way to go before
it has the warmth and characteristic
that’s necessary for recording with
Supertramp. But then again, The
Night Fly by Donald Fagen was
recorded digitally and it's great.

There are certain technical things
that I find displeasing with digital.
When you have a complexity of high
end, it tends to push the mid-range a
little bit forward, hence, a tendency
for harshness, which is the last thing
you want to have. It’s quite possible to
get good digital recordings, but in
general, complex high end situations
tend to become a bit grainy sounding,
not quite as nice to listen to as analog
tape.

MR&M: I've heard that the title
track, “Brother Where You Bound,”
is a 17-minute long song about
Communism.

RD: Well, it’s really about a guy’s
paranoia rather than specifically
Communism. He’s convinced that
forces are taking over his country,
taking over his town. Whether it's
imagined or real is a question that
goes through the piece and the film
we're making about it as well. It's not
a statement from the band about
Communism or anything. ?
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bob buontempo

The Poor Recorder's Aimanac: Part |

YES YOU CAN!

ou can make HIT records in

Y YOUR studio, be it an 8, 4, or

even 2-track facility, even

with, no, ESPECIALLY with, to-

day’s technology. Of course it will

take some experience, education,

experimentation, and, granted, a

certain amount of equipment, but it

is possible, no matter what your
worst eritics may say.

Remember, the hits of the fifties
and early sixties were done on one to
three (yes, three!!) tracks, and “Sgt.
Pepper” was recorded by George
Martin and the Beatles on a 4-track.
(Actually, I believe, it was on two
Studer 1-in. 4-tracks with inter-
machine bouncing, but you get the
point.)

For those of you who are ready to
put me in mothballs, Bruce Spring-
steen’s “Nebraska,” released only a
couple of yearsago, was recorded ona
TEAC Porta-Studio (their first unit,
the Model 144, available for well
under $1,000, probably a much less
complex set-up than most readers of
MR&M really serious about record-
ing already own!

Not to mention the debutalbums of
the Eurythmics and Berlin, both
done on small 8-track machines, a
method still used for basic tracking
by many hitmakers (such as Phil
Collins).

On a more personal note, a friend of
mine, David Merrill, from NYC,
recently did the music for a “Break
Dance” instructional album that was
recorded on a Y-in. 8-track Fostex
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machine at home—and released
nationally on Atlantic records!!!

And, to be philosophical for a
moment; music and recording be-
longs to everyone, not just the rich
kids whose Daddies can afford to buy
them a house with $50,000 worth of
instruments, (and a full 24-track
studio to record them all on in the
basement), after a hard day of
driving their expensive German
sports car.

Or the MultiNational Corporations
called record companies, that decide
who, what, and how you will hear
(and see) the music that their lawyers
and accountants deem “commercial.”

But it also belongs to the “Little
Guys,” who may only have talent,
dedication, and love of what they do
to keep them going, and need to
express their art on perfectly viable
equipment, but gear at which effete
recording “snobs” would look down
their noses.

Well, if you have saved your
pennies to buy your 4-track cassette
machine, and love it to death, these
writings are for you.

Now, to lighten up a bit.

This series of articles will attempt
to explain some “tricks” you can use
to help get “that hit record sound” on
various instruments, vocals, and
overall mixes without needing a
megabuck facility. You will have,
essentially, a “short cut” method of
recording techniques that will allow
you to emulate contemporary record
sounds.

I know that there are various
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opinions on the philosophy of obtain-
ing an “instant sound” as opposed to
learning the basics and developing a
sound of your own, (sort of the
immediate availability of a great
sound stored on a drum machine vs.
the ability to figure out how to get
that sound on your own from an
acoustic kit), but look at it this way:

1. It’s just a starting point for you to
take off from; the originality of your
personality will shine through, and
the style you develop will become
distinctively yours. Or:

2. The tapes you make will sound
more like records, making the mate-
rial you record stand out better for
record companies and the public to
hear, be it your own, or your client’s
composition. Or, if that still doesn’t
work for you:

3. Money: Cashola, bread, scratch,
dough, loot, or a dent in debt to
downpay a deposit for a digital
delight! You'll get more work for
your studio if your tapes sound more
like what’s on the radio, or if that’s too
disgusting for all you rich, artistic
types out there, more like what your
clients want to hear.

But seriously folks, the tips and
suggestions given here can be used to
creatively enhance your tapes, and
use (hopefully) novel and clever ways
to achieve sounds that would other-
wise be beyond the (financial) means
of most of us little guys.

Some of these ideas are original;
others are pretty common knowledge,
but possibly not widely known by
lesser experienced engineers, and
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some are borrowed, no, let’s be
honest, just plain stolen from tech-
niques you're likely to hear every
time you turn on MTV.

And just who, you may ask, am I to
have obtained and decided to bestow
upon you this priceless information?

Well, although I haven’t had any
number one records (yet?), I've
charted a few times, worked with
several national acts, and have
almost ten years of recording ex-
perience.

But most important of all, I also
own a small studio that started asa 4
and is currently a 16-track, so I know
almost all the problems small studios
have, and probably have less, or owe
more, money than most of you studio
owners out there in studio land.

And when it comes to “keeping up
with the equipment Jones’,” T Jones
for the newest, unaffordable (for me)
toy as much as, if not more than,
anybody; never mind the old stan-
dards (still ain’t got that U-47 tube
mic yet).

But I did need a plate (reverb, that
is), and since I couldn’t afford one of
those either, I did a little research, a
couple of yearsof experimenting, and
figured out how to build one of those
mothers.

I wrote an article about it for
MR&M that appeared in the May,
1983, issue and since the response
was so overwhelming, I'm trying to
do the same thing again, only this
time with how to inexpensively build
sounds. I also started a company
(Reasonable Alternatives) to manu-
facture equipment especially aimed
towards the small studio.

And while we're on the subject of
equipment, you ask, just what WILL
we all need for these sonic miracles?

Yes, Virginia, some equipment is
mandatory, (besides tape, a mic, and
a machine), but, fortunately, you
probably already own some of it, or if
not, and you’ve been a good little boy
or girl, (please, no sexism intended),
and kept all your back issues of
Modern Recording, projects for
almost all of this wonderful stuff is
right there in those pages, at well
under what it would cost you to buy
them for list at your local pro-sound
dealer. These items include:

1. A GOOD reverb unit. You’ll be
surpised at the difference good
reverb makes on your tapes. The
entire sound of your studio changes
and takes on a new “professional”
sound. The drums and vocals have a
totally different quality that separates
the demos from the masters. I
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HIGHLY recommend you building a
plate, or finding one you can afford.
Like I said, May 1983 MR&M tells
you how.

Recent technology has also brought
the price of digital reverbs down so
much that some of the smaller units
are extremely versatile and incredibly
good buys. There’s always MR&M’s
“Hot Springs” construction article by
Craig Anderton, too.

But no matter what your prefer-
ence, good reverb isa MUST!! It’snot
only necessary for quality reverbera-
tion, but for many effects I'll be de-
scribing as well. In fact, I'm sure you'd
be hard pressed to find a recording
made nowadays that doesn’t have a
plate, or the digital equivalent, on the
drums, especially the snare.

2. A compressor/limiter. I'd recom-
mend a compressor, since they often
have an adjustable compression
ratio, while a limiter is usually
defined as having a compression
ratio of ten to-one or more. Again, this
will be used for effects as well as
compression, and, again, a construc-
tion article exists in a Modern
Recording back issue.

3. A noise gate. Ditto for the
effects/gating reason and the exis-
tence of a “How To Build” article in
MR&M.

4. A delay unit. The way the prices
on these babies have come down, you
can’t afford not to have one. They are
also necessary for a multitude of
effects, and besides, you probably
already own some sort of delay unit
already.

Optional stuff that I like: Noise
Reduction—don’t be a snob, if you use
it right it works great on small track
formats, and really allows them to
give excellent results, especially on
second (or greater) generations
resulting on ‘“Ping-Ponging” or
“Bouncing” tracks.

An “exciter” of some sort (I feel it’s
like taking a blanket off the speakers),
adds presence, brightness, definition,
spaciousness, and a “record” sound
quality to tapes.

And that’s about it for now. As
things progress, we'll get into other
areas, I'm sure. I'd appreciate your
comments and any feedback (pun
intended) about thiscolumn. If youare
interested in having a cassette or
“Sound Sheet” available so you can
hear what you are reading about,
please let me know that too.

So, so long until next time, when we
will attempt to do something really
relative; catch up to the technology of
the Sixties. ?
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susan borey and mark oppat

Piano Mic'ing

ne of the soundperson’s great-
O est challenges is to capture
the complex sound of acoustic
piano. There are as many ways to
cover the piano as there have been
soundpeople born since Presley came
back from the Army. Obviously, the
first methods involved using micro-
phones, since nothing else was avail-
able at the time. This remains by far
the most common method.

The other approach is to use one of
the various pickups which have been
developed. C-ducer, Helpinstill,
Countryman, FRAP and others have
all developed unique systems. Each
has its own sound, installation meth-
ods, operation and cost.

There are several advantages to
using pickup systems over micro-
phones. The first is stability. A
pickup is attached to an instrument
whereas a mic must be supported,
usually by a stand which includes a
gooseneck or boom. If the mic is not
placed exactly the same way for each
performance, the sound can vary
substantially. Also, in the case of
movable instruments such as acous-
tic guitars, the pickup allows the
performer to move about without
straying from a microphone.

Secondly, with the pickup mounted,
yvou don't need to set up and carry
those extra stands.

Thirdly, it is much easier to use
effects units on a signal from a
pickup than a microphone. This is
partly because of the stronger dy-
namics, and also because of our
fourth reason, the pickup’s greater
isolation from other sound sources.

This month we are going to explore
two of the pickup systems, the C-
ducer and Helpinstill. Later we will
cover other pickups and answer
questions you send us concerning this
topic and others.

C-ducer, the newest pickup method,
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was originally developed by three
engineers, one of whom was a per-
cussionist who was primarily inter-
ested in covering Latin percussion.

It is a strip-like unit that resembles
the last few inches of a belt. It comes
in 3- and 8-inch lengths and is %-
inches wide. The casing is a vinyl
material. The whole “tape” (as the
pickup is called) is very flexible and
can even be wrapped around things
without being harmed.

Without going into technical de-
tails, this unit works both on capaci-
tive and electret principles. It has
exceptionally high headroom—a unit
mounted on a tabletop struck with a
blow can produce up to a 30 volt

output. It has a very linear and wide
frequency response.

The C-ducer (Capacitive transducer)
is designed to be attached to the
surface of any instrument using thin
double-stick tape. The tape must be
thin so that the total vibration of the
instrument is transmitted to the C-
ducer. The C-ducer has low enough
mass so that it will not affect the
operation of whatever it is applied to,
with the exception of drumheads and
cymbals.

The 8-inch strip is most commonly
used, and the 3-inch is used when the
8-inch is too large.

The C-ducer “tape” plugs into a
preamp which is either a single or

C-tape Developments’ C-ducer pickup system.
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dual tape battery-powered unit or a
mono, dual mono, stereo or 6-channel
unit which is phantom- or AC-
powered from an optional power
supply.

While the application of the C-
ducer is unlimited, it is most popularly
used on pianos, partly because of the
ease of installation (just stick two of
them to the sound board). As with any
pickup, you will want to experiment
with placement while following the
few pointers given in the manual.
(Such as not to cross a bridge line of
the pilano, because the sound board
resonates out of phase on each side of
the bridge.)

So how does it scund? In our test
(which utilized only one pickup
rather than the recommended two)it
sounded very clean and had high
rejection of other adjacent sounds.
Although you can hold a C-ducer up
to your mouth and talk to it, it reacts
mostly to vibration of a surface. If you
wanted to cover a voice you'd have to
mount the pickup to a plate that
would vibrate perfectly in the vocal
range. Since the surfaces of musical
instruments approximate the sounds
you hear, a pickup that can capture
that will do a great job. The C-ducer

does a very good job for most instru-
ments.

Another kind of pickup is made by
Helpinstill. The company introduced
their pickups in the early 70s along
with their pianos, which utilized the
same pickup system.

Elton John was the first of many
stars who called on Charley Helpin-
still to design systems for them. In
Junior High, Helpinstill had played
with Johnny Winter and has since
recorded with others and released his
own records under the name of Ezra
Charles, a name Neil Young gave
him.

The company expanded in the 70s
and Helpinstill sold it in 1980 to some
local Houston investors. According to
Charley, who answers the phone
himself (if you catch him in), “The
company nearly died. I bought it
back in '83. and I'm still here. I just
sold one of my new humbucking
pickups to the bass player in the
Fabulous Thunderbirds. You can use
it on piano, too.”

The Helpinstill line consists of
several models. The Model 75 is the
economy 2 element unit, the 110isa 3
element, the 175 is a 6 element for use
in grand pianos only. The new hum-

wipgstne_p '“.,"m)
1 mmauunaumI

Helpinstill Products’ piano pickup system.
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bucking pickup can be used on piano
or upright bass.

The 75, 110 and 175 all use a
passive coupling box which controls
and mixes the levels from each
element, then couples the sum signal
to a mic level transformer for feed to
the board. The pickupsare really like
large guitar pickups: lots of turns of
fine wire over a flexible magnetic %-
inch wide strip which is either 16-,
18-, or 24-in. long. The whole pickup
is sealed over with heat shrink
tubing.

This system is inductive; the
pickups have to be in close proximity
to the vibrating metal strings to
create a signal. There are three
serious problems with the concept.
First, it takes quite a while to get the
pickups in place. Second, they putout
a low level signal (they aren’t too
sensitive), and third, the pickups are
fairly fragile.

The Helpinstill can give good
results on some pianos, especially if
you want a slightly twangy sound.
The isolation from adjacent sounds is
very good compared toa microphone,
and probably better than the C-
ducer; however, the C-ducer has a
much more natural sound, greater
ease of installation and competitive
cost. Still, there are manvartists who
prefer the Helpinstill unit, and since
it 1s installed permanently in touring
pianos, it is not inconvenient to use.

The Helpinstill was one of the first
piano pickup systems. The C-ducer is
one of the latest. Next month we will
talk about some of the other pickups,
as well as microphone techniques.

Sound Advice wishes to thank
Charley Helpinstill of Helpinstill
Produects and Glenn Mullis, executive
vice president of C-ducer, for assis-
tance with this article.

Send your questions, experiences
and ideas for future topics to us at:
Sound Advice
c/o Modern Recording & Music
1120 Old Country Road
Plainview, New York 11803

You can reach Helpinstill Products
or C-ducer at the following addresses:

Helpinstill Products
5720 Green Ash
Houston, TX 77081
(713) 664-5922
Charley Helpinstill
C-ducer
Contact: Modern
Recording & Music


www.americanradiohistory.com

says. “I'm twenty-one years old and I'm not saying this to brag, but I've

achieved more as a performer, writer and producer than anyone else ever
has by the same age.” It's a fair enough remark. His songs for Wham! have produced
top five hits in twenty-seven countries around the globe and shifted fifteen million
records in the past two years. Stevie Wonder or Michael Jackson might argue
that they did pretty well in their youth too, but the fact remains that George
Michael's achievements are impressive and his control over his output is total.
Just prior to taking a world tour to Japan, Australia, and the US, he spoke to MR&M in

a London TV studio about his approach to his own creative work.
32 MODERN RECORDING & MUSIC
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Modern Recording & Music:
Where do yvou expect to find an
audience in America? Do you know
who bought “Wake Me Up Before
You Go-Go” and “Careless Whispers?”

George Michael: I have no idea,
although my main worry about “Go-
Go” in the States was that we would
be seen as a girl's group. I don’t really
mind that, but theonly trouble with it
is that we have not made a teenybop
album at all, and there might be a lot
of people who would enjoy Make It
Big who don't feel that they can
stomach Wham!s image. When you
listen to a song like “Everything She
Wants” it’s annoying that people can
just write us off because our faces are
everywhere. The only trouble is that
unless we really fight it twenty-four
hours a day with our promotional
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david thomas

campaign we really tend to get the
girls’ market by default. In the end
my view of what we are doing in
America is that it is all in the lap of
the gods. 1 just hope people under-
stand the humor of it. When we get up
on stage we send up the whole idea of
being a screamer’s band. we're so
openly, ridiculously flirting. We just
say we're going to have a good time
tonight and you can scream if you
want, but it’s all a bit of a joke.
MR&M: How do you think you'll
compare with the other British bands
that have broken America recently?
GM: I don’t know what American
audiences are going to be like, but
I've seen Duran Duran and The
Thompson Twins, who have both
become very big in America and they
haven't gotten anything like the
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response from their audiences that
we get from ours. Basically I think
people are going to respond the same
way everywhere. I just hope that
American critics will be able to say
that we give the audience a better
time than any other band that has
come from England recently.

MR&M: You're very aware of the
marketing of your own work. To what
extent do you write your songs with a
specific commercial aim in mind?

GM: | never work like that with
melodies. Usually I will get a melody
and work right totheend of it before I
know what type of a song it’s going to
be. But quite often I'll work towardsa
specific feel on a track—I’ll want a
record to have a swing feel, or a
straight-down-the-middle mid-tempo
feel. There’s not much that I write
that doesn’t stem from some other
influence. For example, Make It Big
was a black album, which I was
taking from the black sounds of the
late ’60s and early '70s, whereas on
Fantastic all I could handle was what
I'd been listening to for the past five
vears and I didn’t have the guts to go
any further back in my influences.

MR&M: Aren’t you worried that
you might be accused of lacking
originality?

GM: | have no shame about thatat
all. It’s very rare to get the combina-
tion of a great song and a totally
original idea on a record. That's what
everyone aims for, but it’s very hard
to get. I was thinking half way
through the making of Make It Big
that 1 was really pleased with the
songs and they all sounded different,
which was what [ wanted, but [ was
worried that people would say, “Yes,
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but where’s his sound?’ The honest
truth is that if I want a sound, and as
a writer [ know that I do, then [ am
going to have to find one. But [ amin
no hurry to do that. I've got a whole
lot of influences that [ have to get rid
of first.

MR&M: How do you think you
could get to that sound of your own?

GM: I don’t know. I was sitting
here just now thinking about my
arrangements and [ decided that the
reason | could never drag myself
away from a fair amount of imitation
was that with the instruments that
have been used in popular music for
the past fifty years, people have
worked out which are the best
possible arrangements—which in-
struments sounded best with each
other, which rhythms suited which
sounds, everything. If I'm writing a
melody I might worry about an
arrangement because it sounds too
much like something else, but then [
think, ‘Hell, that’s the best way for it
to sound. Either I'm going to imitate
or I'm not going to realize the full
potential of the song.” I really do try
not to be imitative with melodies and
with chord patterns too. But there is
something about those cliched chord
patterns that I love. I love pop musie
and I love those natural chord
changes that people expect. I know
that I could sit down and do every-
thing very differently, but for one
thing I don’t want to for the moment
and, two, [ don’t have the time.

MR&M: [ guess that you, or
anybody, only acquire a style that is
not derived from other people once
you decide what it is that you really
want to say with your work.
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GM: Whatever I want to say
eventually will be strongest musically,
not lyrically. The thingsthat I believe
and that I would sit down and have a
long conversation about wouldn’t be
right for a three minute song. I don’t
think that my personal polities, for
example, are of any real value to the
people who buy my records. Only on
few occasions can somebody do that
with real punch, but it’s very rare. [
think it’s fine that there are people
who have that ability, but it's not
what I'm good at. That’s not to say
that I am a shallow person, but my
main ability is musical, it's not in
getting my political ideas across to
the general public. Also, I don’t think
that it’'s always right for wealthy
musicians to talk about things which
they themselves don’t experience.

MR&M: But what about some-
thing like the Band Aid record? You
were involved in that and it did a
tremendous amount of good.

GM: Yes, but it didn’t cost anybody
anything more than a day of their
time. There was an incredible amount
of wealth in that studio. People were
singing, ‘Feed the World,” and saying
it was the most worthwhile thing
they'd ever done and I thought ‘Did
you actually do anything else about
it?” I'll bet most of the people there
didn’t even go and buy the record. [
couldn’t reconcile singing a lyric like
that with just giving a bit of my time,
so [ did something about it. (Wham!
have donated all the royalties from
their million-selling British hit “Last
Christmas” to the Ethiopian appeal—
a figure that is estimated will be in
excess of $300,000.)

MR&M: Just to go back a bit into
your past—were you a great record
collector as a kid?

GM: Yes, as much as I could afford
to be. [ had Motown records that my
parents gave me when they didn’t
want them any longer, which was a
good start. After that I listened to an
awful lot of Elton John and Queen. [
loved anything that had a good
melody.

MR&M: Did you get at all affected
by the punk revolution in England?

GM: My reaction topunk was that [
didn't have much to say about it. |
was really into soul at that time,
which was sexy, and punk was
definitely not sexy. But I did under-
stand at the same time that it was
very healthy for the music scene.

MR&M: I can remember your part
of North London going crazy about
Saturday Night Fever.
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GM: Oh yes. At the age of about
fifteen, Andy and I were really
getting into all that. I suddenly
thought to myself, ‘What have you
been doing with yourself going to
gigs, when you could go and dance at
aclub and pick up a girl.’ I wasjustat
the age when I was getting old
enough to go up to the London clubs.
Then there was a brief flirtation with
New Wave, things like the Talking
Heads and Elvis Costello, which were
really good, but not too many other
people around knew about it. I think
it's really a pity that there isn’t the
same kind of semi-commercial al-
ternative around now.

MR&M: Were you a good musician
as a child?

GM: No. I played the violin when I
was a kid, but I wasn’t any good at it
because I didn't enjoy it. I played the
drums when I was twelve or thirteen.

MR&M: What do you use to
compose on?

GM: I compose in my head usually.
I used to compose that way because I
didn’t have a tape machine. I wrote
all the melody lines to “Careless
Whisper” just sitting on a bus. |
always write things in my head, let
them go around in my head, then I
forget about them. Later I come back
to them and if the ideas aresstill there
I know that they are commercial and
that I like them. When I first got a
record contract I bought all the
equipment that I thought I should
use, but when I looked back later at
Fantastic 1 realized that all the best
tracks were the ones that I had made
up in my head, so I went back to that
for the new album. I would hum the
melody lines and the bass lines to
myself again and againand thenonce
they were cemented in my mind and [
knew them off by heart I would go
down to the studio with the musicians,
get them to play the songs on the
keyboards or the bass, telling them
the feel that I wanted, and then I'd fill
it all in after that.

MR&M: How competent are you—
technically-speaking?

GM: Technically, not much at all,
but I'm gradually getting there on
the production side. I'm beginning to
know quite a bit about the mixing
desk. I've started to know which fre-
quencies to ask the engineer to set for
which instruments. My main job this
year is to take on arranging and
make sure that I understand it in
every area and then what [ have
tended to do is just to get the most
natural sound quality I can. You can

JUNE 1985

imagine that Make It Big has been
played in one take by a very polished
live band. In fact a lot of the backing
tracks are totally live. The basic
track for “Wake Me Up Before You
Go-Go” was done in one take without
any drop-ins [overdubs] at all. To me
the two options are either to be like
Trevor Horn and go for stunning
sounds of your own, or just get a great

sound on each instrument and go for
a live take. “Careless Whisper” was
the same—just one take. There was
loads of stuff bunged on later, but
basically the feel is live.

MR&M: There was quite a lot of
confusion about that track; didn’t you
have to re-record it?

GM: Jerry Wexler did one record-
ing of “Careless Whisper” with me.

There was an incredible amount of
wedalth in that studio. People were
singing, Feed the World,’ and saying
it was the most worthwhile thing
they'd ever done and I thought ‘Did
you actually do anything else about
it?’ I'll bet most of the people there
didn't even go and buy the record.
I couldn't reconcile singing a

lyric like that with just giving a bit of
my time, so I did something about it.
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Then we re-mixed that, which meant
re-shooting the video and then we
completely re-did the track about
four weeks before it was due to be
released. When we originally made it
I was totally in awe of Jerry Wexler
and it was the first time that I had
ever felt like that about anybody that
I'd worked with. Usually I have
trouble convineing myself that people
know what they're doing. In this case
I had to get drunk in order to sing, I
was so nervous. Anyway, my pub-
lisher and I had loads of discussions
about whether the record was good
enough for the song and whether
there was enough of me in it because
it just did not sound like me. I said,
‘It’s great. Jerry’s done a great job on
it,” and for the first time since we'd
started I was blind to what was going
on because the song was already two
and a half yearsold and I just did not

have a clue about where else I could
take it. Eventually I just thought,
‘Sod this. I'm going to go in and do it
as if it had never been done before
with the musicians we normally use
and see what happens.’ The track was
so much better because | was relaxed
and I think that our usual musicians
did a much better job than the Muscle
Shoals section.

MR&M: There are some old soul
greats who'll be turning in their
graves at the sound of that! They'd be
shocked to hear that coming from
someone that they’d say hadn’t paid
their dues.

GM: I think that both Andrew and
I have always despised the whole old
rock n’ roll attitude of going on the
road and paying your dues. There are
still people who say of Wham! that
we've just been thrown inand haven't
paid our dues and don’t know the

background, that we don’t know
what rock n’ roll is. It's all a load of
rubbish. We aren’t even in rock n’
roll—there’s a new business now. It's
show business, which is new in this
market, presenting it to young people
as opposed to being for adults as it
used to be. It's totally professional
and it’s totally to do with respect for
vourself. The old rock n’ roll lifestyle
is old hat. There are still people who
would like to think that it isn’t, but it
is.

And with that our conversation
ended. One of George’s aides came in
and said that he had some work to do.
Ten minutes later he was performing
to a live television audience comprised
of almost a quarter of the entire
British population. Wham! were
their usual impeccable, professional
selves. That, as they say, is show
business.

jim corona

A Talk With Wham!’s Engineer Chris Porter

R&M went on to speak to Wham!’s engi-
INII neer, Chris Porter, about the technical
side of the recording and producing

process with this multi-platinum group.

We generally expected to be overwhelmed with
technical information from Porter and were
surprised to hear that the project actually was
focused on getting the material more musical
rather than being locked into pumping out a
precision high-tech album. Obviously, these
gentlemen had the right approach at the right time.
Just try turning on any radioand not hearing a tune
by Wham!.

When asked about the direction of the project,
Porter explained that George Michael and Andrew
Ridgeley (Wham!) are mentally prepared and have
a clear, musical picture of how they want their
material to sound. The group has a natural instinct
for portraying particular veins of music (Motown,
ballads, pop, R&B) and really work at perfecting
their material. Porter commented that sometimes
he’s taken aback by the professional character of
these young men of twenty-one.

The group originally worked with Porter on a
holiday season song, “Last Christmas.” They felt he
had the proper technical abilities and a similar
taste in music which is a huge plus as far as
communication between creativity and technology
goes. Porter also explained that the project was to
be recorded in the south of France at Miraval
Studios owned by Jaques Loussier.

Miraval was to host the majority of the recordings
for this album while a song or two and additional

overdubs were done at Advision Studios in London.

Their procedure when recording basically was
this: 11am to 6pm—work the material out, catch a
bite to eat, then return to the studio and lay the
rhythm tracks down with a guide vocal.

Asfar as mic’ing George and Andrew, Chris used
such select microphones as Neumann’s U87 and
AKG’s C414 EB and “The Tube.” Most of the
reverb/delay used for this album wasecho plate. He
used the EMT 140 (Porter said the sound of theecho
plate differs from studio to studio), AMS and
Lexicon 224X. On the song, “Careless Whispers,”
they were looking for the old-fashioned vocal sound
which they knew could be achieved at Advision.

On the tune, “Everything She Wants,” the
LinnDrum was used and layed down on only one
track. This wasn't intended to be the keeper drum
track, but eventually they did use it.

For “If You Were There,” an Isley Brothers tune,
the drums and voices were recorded in an entirely
concrete room for natural ambient effect.

The instrumentation was not all that sophisticated.
Roland’s Juno 60 and Yamaha’s DX-7 were both
used throughout the album.

For mixdown, they used 30 ips analog and then
the Sony PCM-F1 (Betamax) converted to digital.

One last thing, we felt compelled to ask Porter
was who were his favorite American producer and
engineer. His answer was Quincy Jones and Bob
Clearmountain.

Again, many thanks to Chris Porter, Wham!,
Columbia Records and Rogers & Cowan Public
Relations.
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A microphone serves two purposes. Firstly, it acts as a
transducer to change the acoustical energy of sound waves to an
electrical signal. Secondly, it is expected to perform this task
accurately, regardless of its use--recording, broadcasting or sound
reinforcement.

Since the microphone is the first piece of equipment that
affects the sound being recorded or broadcast, choosing the right
one for your needs is very important.

The following charts can supply the information necessary for
making the right choice, but only if you know how to use them.
The information in our charts came directly from the individual
manufacturers so all of the information is not always supplied.

Understanding The Specs

The microphone type 1s actually dits principle of operation.
A dynamic moving coil mic operates on the same principle as a
speaker (only in reverse). They provide good frequency response
and excellent protection against overload distortion. They are
not very noisy and are generally very rugged. Condenser or
capacitor mics operate on the principle of capacitance. Condenser
mics offer very good frequency response and generally good over-
load distortion protection. Electret mics provide excellent
frequency response.

The directionality of a microphone is determined by its
polar pattern. The three essential patterns are omni-, uni-,
and bi-directional. While these are self-explanatory, it should
also be noted that some mics provide more than one pattern.

The sensitivity rating is the output power produced when a
1 kHz tone excites the microphone element. Obviously the lower
the number is (higher value) the more sensitive the mic will be.
The sound pressure level at 7% distortions shows the percentage of
distortion occurring at a given SPL. A high SPL with a low dis-
tortion rating will indicate an accurate microphone.

The specifications in these charts will assist you in choosing
a particular model--only after you choose the proper category of
mics to fit your needs. Keep in mind that quality is not always
commensurate with the price. In these charts a dash has been used
where a manufacturer did not supply the requested information and a
blank used when the information is not applicable. Remember the
best way to test a mic is to listen to it.

Now on to the charts...
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,patented isolation system keeps element on

Shock mounted element

three "fingers."

Designed for high sound pressure levels.

As DT1 above.

233.00

208.00

208.00

metal

metal

metal

7.4 |black

9.2 |black

9.2 |black

6.5

1.75

6.75
2.25

6.5

1.75

20075

200177

200177

30-20k

50-16k

50-16k

card

card

Telex

elect] card
cond

TE10

dyn

dyn

D13

HIC = § e e e ———— } ———y

List of Manufacturers

AKG Acoustics
77 Selleck Street
Stamford, CT 06902

Audio-Technica U.S., Inc.
1221 Commerce Drive
Stow, Ohio 44224

Beyer Dynamic, Inc.
5-05 Burns Avenue
Hicksville, NY 11801

Bruel & Kjaer Instrs., Inc.
185 Forest Street
Marlborough ,MA 01752

Countryman Associates Inc.
417 Stamford Avenue
Redwood City, CA 94063

Crown International
1718 W.Mishawaka Road
Elkhart, IN 46517

Electro-Voice, Inc.
600 Cecil Street
Buchanan, MI 49107

Fender Music Instruments
1300 E. Valencia Drive
Fullerton, CA 92631

Gotham Audio Corp.
741 Washington Avenue
New York, NY 10014

Fostex Corp. of America
15431 Blackburn Avenue
Norwalk, CA 90650

HM Electronics, Inc.
9675 Business Pk. Avenue
San Diego, CA 92131

Multivox
80 Trade Zone Ct.
Ronkonkoma, NY 11779

Nady Systems, Inc.
1145 65th Street
Oakland, CA 94608

Neumann-see Gotham Audio

Peavey Electronics
711 A Street
Meridian, MS 39301

Philips Products
77 Selleck Street
Stamford, CT 06902

Samson
124 Fulton Avenue
Hempstead, NY 11550

Sennheiser Electronic
48 W. 38th Street
New York, NY 10018

Shure Brothers, Inc.
222 Hartrey Avenue
Evanston, IL 60204

Sony Corp.
Sony Drive
Park Ridge, NJ 07656

Telex Communications, Inc.
7600 Aldrich Ave. South
Minneapolis, MN 55420

Write directly to these manu-

facturers for further infor-

mation. Please say you saw it

in Modern Recording & Music.
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R Z- { ‘,Zo jimmy guterman

B

uring one particularly ugly performance of Fairport Convention’s first
American tour in 1970, someone pressed against the stage at a long-
forgotten dive in LA and interrupted one of the band’s doomy visions with a
scream of “"Boogie! Play some rock n’ roll!”
"This is rock n’ roll,” snapped the band’s guitarist, Richard Thompson. "British
rock n' roll’”
It suffices to say that Richard "Thompson has no American hit singles. With Fairport,
a band committed to an inspired fusion of British roots music and Chuck Berry
stylings, and with ex-wife Linda, Thompson has remained true to his muse
and the market be damned. Thormpson's Sufi fatalism and tasteful guitar comple-
ment the other, making for inspired if not particularly commercial rrusic. His last LP
with Linda, 1982's Shoot Out the Lights (Hannibal), fit into few AOR playlists,
but the stubborn and ill-fated cries for fidelity, marital and otherwise that pervaded
the disc cut far deeper than almest anything else released that year.
JUNE 1985 51
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SAVE BY BUILDING
OUR RACK MOUNT

STUDIO
EQUIPMENT

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

HYPERFLANGE! — the
cleanest, widest range, most versatile

flanger anywhere at any price.
No.6750........000inn $149.95

VOCODER — 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................. $5
ADD $3 SHIPPING
FOR EACH KIT ORDERED

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

PAA Electronics, Inc.

Direct mailorders and inguiries to: Dept. 11D
1020 W. Wilshire , Oklahoma City, OK 73116 - {405)843-9626
Ask for your free catalog.
CHARGE TO VISA ORMC TOLL-FREE

1-B00-654-B657 9AM 19 504 CST MON-ERI

Circle 39 on Reader Service Card

HUSHED!

COMPRESSOR
LIMITER
HUSH I

smooth ;=

quiet s

LOGARITHMIC
COMPRESSION

BUILT-IN HUSH i
NOISE REDUCTION

AMAZING PRICE
(Patent Pending)

ONLY FROM .

o) 20CKTRON

ROCKTIRON CORP
2146 Avon indusinal Drive
Auburn Hexghts, Michigon 48057
(313) 853-3055

52 Circle 40 on Reader Service Card

Since the break, Richard’s music
has made tentative moves toward the
mainstream. His LP, Hand of Kind-
ness (Hannibal, 1983) yielded a
single, the reggae-styled “The Wrong
Heartbeat.” The “Big Band” tour
that followed saw Thompson accom-
panied by a horn section that often
took up more space than there was
on the stage, playing new songs, Fair-
port songs, and throwing such bizarre
covers as “Danny Boy” and “Pennsyl-
vania 6-5000" into the set when it
seemed as if the shows had become
predictable.

The new Across the Crowded Room
(Polygram) solidifies Thompson's
cult and may be the closest he can
come to making a commercial break-
through. Sacrificing little of the
intensity of Shoot Out the Lights,
Thompson has found a satisfying way
to broaden his base and find an
audience at the same time. And
maybe then the masses will find out
from whom Mark Knopfler got his
guitar sound. Fronting a band
featuring singer Christine Collister
and Any Trouble’s guitarist Clive
Gregson, Thompson is making be-
lievers across America.

Modern Recording & Music:
What equipment are you using?

Richard Thompson: I'm only
using one guitar: a Fender Strato-
caster. On this tour, I'm renting
MusicMan 410 amps. For mics, we
use whatever the house provides,
usually Shures.

MR&M: “Guitar heroes” such as
yourself sometimes change their
guitars often during a set. You seem
comfortable using just the Strat.

RT: Well, I've only got one guitar.

I'm an impoverished rock star. It’s
really the only one I have at the
moment.

MR&M: You must be kidding.

RT: I'm totally serious. If I break a
string, Clive has to sing while [
change strings.

MR&M: You're back on a major
label for the first time in half a
decade. How is working with a major
label different from working with an
indie?

RT: On Hannibal, it’s hand-to-
mouth, and it’s fun making records
that way. You also have control over
everything and do the best you can
with regard to distribution, publicity,
and the like. On a major label, it’s a
larger machine. It’s able to make a
dent on commercial radio, whereas
on an independent that’s almost
impossible. It’s certainly much easier
to chart on Billhoard. On a larger
label, you can potentially lose artistic
control. On Polygram, that hasn’t
happened.

MR&M: In recording Across a
Crowded Room, was there a con-
scious effort made to justify Poly-
gram’s investment?

RT: I thought in those terms
around 1976. We were on Chrysalis
and they wanted a “different” record,
a commercial record. I had to try and
make it.

MR&M: First Light (Chrysalis,
1978). Wasn't it [commercial]?

RT: No it wasn’t—that was the
trouble. It tried to lean in that
direction, but that’s not an area in
which I have any skill. It was a mess.
These days, I write for myself. If
people like it, so much the better.

On a mqgjor label, it's a larger
machine. It's able to make a dent
on commercial radio, whereas on an
independent that’s almost
impossible. It's certainly much
easier to chart on Billboard. On a
larger label, you can potentially lose
artistic control. On Polygram,

that hasn't happened.
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MR&M: Is there a satisfactory
middle road between the commercial
and the artistic?

RT: There definitely is, but the
first thing is to be able to look in the
mirror and like what you see.

MR&M: The band you have on this
tour is much smaller than the one you
had last tour. Why?

RT: Probably economics more
than anything else. I'm tired of losing
money on the road. On this tour, I'm
determined to break even. Having a
five-piece makes that possible. Also,
this kind of line-up is better able to
play the new album.

MR&M: Much of the writing about
both your new LP and Linda’s One
Clear Moment has dwelt on your
break-up. How does it feel to have all
this in public?

RT: It's a real bore. It'sa shame the
records were released at the same
time, because that emphasized some
aspects on the records that really
shouldn’t have been. Discussing our
relationship puts what’s on the
record out of perspective and makes
people look for things that really
aren’t there and to miss things that
are there.

MR&M: What’s been missed?

RT: A lot of songs have been mis-
interpreted quite drastically, which
is a shame. Certain aspects of the
record that [ hoped people would pick
up on have been overlooked.

MR&M: Such as?

RT: Without getting too finicky
about it, “Love in a Faithless Coun-
try.” It’s been reviewed as a song of
personal venom and personal trag-
edy. It’s really a song about murder.
It was written about two murderers
in Britain in the 1960’s. They teamed
up and killed people. If any song on
the record needs elucidation, it's that
one. The others are self-explanatory.

MR&M: Do you feel that adding a
female singer with a voice similar to
Linda’s to your band is begging
comparison?

RT: It's definitely asking for
trouble. That’s not the reason I did
it—Chrissie is a great singer. She’s
fantastic. Having her in the band
means we can do a song like “You
Don’t Say,” which otherwise would
have been very hard to perform.
Chrissie makes the band very strong
vocally. So does Clive, who's also a
great singer. Having a woman in the
band is asking for trouble, but fifty
percent of the world’s population are
women. One musician in three is a
woman. They’re hard to avoid.

MR&M: You opened this tour

JUNE 1985

strangely, opening for an indifferent
Jean Luc-Ponty audience at the
Tower in Philadelphia. Why?

RT: Why is a good question. The
money was good, the routing was
good. Everyone had just gotten off
the plane the night before.

MR&M: Did you just want to open
with a low-pressure gig?

RT: That was the idea. It was
probably a mistake. We got a five-
minute sound check, we were tired,
we couldn’t hear each other. In that
theater, you have to set up each
monitor very carefully, or you won’t
hear anyone else in the band. We
didn’t have time for that. It wasjusta
first show.

MR&M: On this tour, you revived
Pour Down Like Silver’s “For Shame
of Doing Wrong,” which you haven’t
played in a long time.

RT: Right, we haven’t done it fora
few years. Sandy Dennydid a version
of it—the version we're playing now
is half Sandy Denny’s and half ours.

MR&M: What are you listening to
now that excites you?

RT: I'm listening to the air con-
ditioning at the moment.

MR&M: Anything else?

RT: The Bobs are very good.
Christine Collister is great, she’s one
of the best singers I've heard, and so
is Clive Gregson, who's a great singer
and songwriter. I'm working with
the people that excite me. It's a good
situation. What I listen to on record
tends to be old stuff. I like dead
people. If you're dead, you're good. I
like Charlie Parker, Edith Piaf, and
Billie Holiday. It’s a shame that there
isn’t room in the market for a great
ballad singer like Edith Piaf.

MR&M: How have your goals
changed since your Fairport days?

RT: They're basically the same.
Each record is a project, an experi-
ment, toward that goal.

MR&M: Do the eritical praises put
extra pressure on you?

RT: I don’t take that stuff too
seriously. It's great if they say you're
good, but it doesn’t do you any good.
It’s not a reason to live or die. You
have to make music for your own
reasons. You have to be successful on
your own terms. You have to be
personally satisfied with your work
before you do anything else. If other
people like you, that'’s good, but that
isn't what matters.

MR&M: Can you make a living
with that attitude?

RT: I have so far. I've always
survived. If things change, I'll let you
know. -
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GEORGE BENSON: 20/20. [Pro-
duced by Russ Titelman with two
tracks by Michael Masser, engineered
by Jim Boyer, Lee Herschberg, Gary
Ladinsky, Michael Macini, Eiliot
Scheiner, Russell Schmidtt, and
Thom Wilson, recorded at A&R
Recording Studios, New York; A&M
Recording Studios, Hollywood; Amigo
Studios Inc., North Hollywood;
Atlantic Studios, New York:; Auto-
mated Sound Studios, New York;
Bossa Nova Hotel, San Fernando,
California; Clinton Recording Stu-
dio, New York; Devonshire Sound
Studios, North Hollywood; Grand
Slam Studio, West Orange, New
Jersey; Hit Factory, New York; House
of Music, West Orange, New Jersey;
Power Station, New York; The Review
Room, New York; Rosebud Record-
ing Studio, Inc., New York; Stigma
Sound Studios, New York; and Village
Recorder, West Los Angeles.] Warner
Brothers 9 25178-4.

Performance: Recorded in 17 studios
Recording: Lots of painstaking care

20/20 marks George Benson’s rise
as a vocalist as he recorded only one
instrumental track, “Stand Up,” and
even used scat-like voices for a fuller
atmosphere. Whereas in the past,
Benson’s mixing of vocal tracks and
instrumentals used to heighten his
singing, 20/20 comes across as an
ordinary album without too much
variety.

Benson was a perfectionist on
20/20 by working in 17 studios with
seven engineers and many more
assistant engineers. He also em-
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ployed a variety of backing instru-
mentalists on both coasts including
Dave Grusin, Ralph MacDonald,
Richard Tee, Michael Sembello, and
vocalists Patti Austin, Roberta Flack,
James Taylor (Of Kool & the Gang)
and Cecil & Linda Womack. However,
Benson does not sing a duet with
anyone even though “You Are the
Love of My Life” calls for one.

With his crystaline production,
Benson has removed all raw edges.
Unfortunately, too many things
sound too good. He fares best on his
silky love songs (“Nothing Gonna
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Change My Love For You”) and
smooth ballads (“New Day”). Two
vocal sings do stand out though. “I
Just Wanna Hang Around You” hasa
Steely Dan feel while “Beyond the
Sea (La Mer)” revivifies Bobby
Darin’s 1960 hit.

“Hindsight is 20/20 vision” sings
Benson, and obviously he feels that
most people would rather hear him
sing than play lyrical guitar. I, for
one, would rather have more of a
mixture, much more guitarand a less
produced album.

—bob grossweiner
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RUBY BRAFF & DICK HYMAN: Amer-
ica, the Beautiful. [Produced by Dick
Hyman, Ruby Braff & the Pittsburgh
Area Theatre Organ Society, engi-
neered by Paul Engle; recorded at
Keystone Oaks High School, Dormont,
Pennsylvania.] Concord Jazz GW
3003.

Performance: Hyman & Braff,
amongst America’s
most beautiful &
talented

Recording: Live...in concert...

clean and up close

If we'd been there this is just about
what we'd have heard... Ruby Braff—
a cornetist in the lineage of Louis
Armstrong & Bobby Hackett... Dick
Hyman—a jazz keyboard virtuoso
who can actually make the pipe
organ swing or stomp at will, his will.
These two virtuosi live in concert
wrapping their chops around ten
tunes that go all the way from the
almost traditional High Society to the
nearly contemporary This Is All |
Ask. However, there is a third star to
this recording. The PATOS Wurlitzer
organ was born in 1927 and served
these many years in the Prospect
Theatre in Brooklyn, N.Y. accom-
panying silent moving pictures,
providing intermission music, back-
ing up the sing alongs asthe audience
followed the bouncing ball through
the words on the screen and just
generally adding to the enjoyment of
all the patrons. This two manual, ten
rank mighty Wurlitzer along with
assorted drums, bells and cymbals
was uprooted from its natural habitat
and brought to Dormont by the Pitts-
burgh Area Theatre Organ Society
where restored and re-installed—it
awaited the artistry of a Dick Hyman
and a Ruby Braff. The pipe organ has
seldom been heard ina jazz contextin
collective improvisation with other
instruments. The reason for this is
that it is a difficult instrument
rhythmically. The pipe organ has a
built-in time lag between the time a
key is touched and the note sounds.
As if this weren’t problem enough
different instruments have different
time delays and the difficulty of
playing such an instrument in tempo
would be enough by itself without
having to make it swing or get it in
sync with other sports arena rather
than to the area of making musie.
Once again I can only observe that it
doesn’t have to be an either/or
situation. There are certain concert
performances which I cherish and

-

there are certain studio made record-
ings which I cherish. Solong as I may
have both there is no need for me to
choose. Yet it is, at the very least,
informative to know what goes into
the performer’s art on the stage or in
the studio and this book hasgivenusa
guarded look (because typewriters
have erasers too) at the real Glenn
Gould.

The bonus disk interview with Tim
Page is even more instructive be-
cause, while tape editing in the
interview is not outside the realm of
possibility, Tim Page seems too much
the servant of history here to put up
with much doctoring of his docu-
mentary. Also there are things said
by Gould in thisinterview which, had
the tape been edited, he probably
would have preferred to have left
unsaid.

Yet the music speaks for itself and
quite eloquently too. We have been
privileged to hear one of THE
masterpieces of the keyboard litera-
ture in the hands of a supreme artist
of the keyboard...not once but twice.
And had Glenn Gould givenusa third
version from his death chamber
there would have been further
changes, further revisions, and
further considerations. What we
have is a conception of a given work
at two different points in time
separated by something like 25 years
of study, practice, concerts, record-
ing sessions, thought and re-thought.

Although Glenn Gould tells Tim
Page that he much prefers his 1981
recording of The Goldberg Vartations
to his 1955 recording, at the risk of
repeating myself, I can only observe
that one may possess both versions,
one can enjoy both versions, here is
one three disk LP box set...so there’s
no need to choose. And I'm glad thatI
don’t need to.

—joe klee

BRYAN ADAMS: Reckless. [Pro-
duced by Bryan Adams and Bob
Clearmountain; engineered by Bob
Clearmountain; unknown recording
site.] A&M SP-5013,

Performance: Reckless
Recording: Flawless

It boggles the mind to think how
Bryan Adams, a Canadian-born
rocker with a gruff, rough, hoarse,
harsh, throaty, raspy, sandpapered
voice, has reached the pinnacle in
rock and roll that he has. True,

history is filled with singers whose
voices sound as if their diet consists
of scotch, gin and vodka. Just listen
to Joe Cocker or Rod Stewart. Adams
brandishes the guitar as his musical
weapon and makes it sound coarse
and crude yet it rings like the enthu-
siasm felt in a hot rockin’ garage
band on a Saturday night. And for
the kicker, his songwriting is ordinary
and at times, even a bit forced. How-
ever, even with these three strikes
against him, Adams has put together
an album that is extraordinary and
a total knockout as each cut is power-
ful and can stand by itself.

This is Adams’ fourth album and
third under the direction of Bob
Clearmountain. Adams and crew
recorded material for the record in
six weeks, took a break, and returned
to the studio to record one more song
and re-record two other tracks. The
Adams style is one of simple power
chords fueled with erisp, throbbing
percussion, both complementing his
vocals. The songs are not well-
orchestrated, nor should they be.
Adams uses the basic guitar, bass,
drum and keyboards and perhaps
that is where his appeal lies. Perhaps
without modern synthesizers, Adams’
music takes on a more traditional,
free-spirited rock and roll approach.
His love for the music can be heard
and felt.

The ominous, lurching guitar in
“Run To You” makes it a haunting
cut. A slight echo on the singer’s voice
has him sounding distant which adds
to the mood of the tune. Adams
collaborates with the goddess of
rhythm and blues, Tina Turner, on a
duet called “It’s Only Love.” Turner’s
no-holds-barred screaming fits in
perfectly with the jarring vocals
coming from Adams. Getting away
from his straightahead style, Adams
shows his talented touch on the
ballad, “Heaven.” There a soft key-
board plays with Adams’ gravel-like
voice. The song is punctuated with
bursting guitars and percussion,
allowing a warmth to permeate
through the composition.

The album begins with crunching
guitar hooks in “One Night Love
Affair,” a prime example of Adams’
basic yet powerful way of playing. A
short guitar solo in the song rings
with tremendous clarity, no doubt
due to Clearmountain’s expertise in
production. The harmonieca in “Long
Gone” picks up the beat and rips
through the guitars, spicing the song
with a funky condiment. “Ain’t
Gonna Cry” is nothing but wild and
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“Kids Wanna Rock” is ballsy, bluesy,
hard and mean. These last two songs
are representative of Adams’ some-
times mundane lyrical skills. Yet this
record is a pleasant surprise cutting
through the air like a knife.
—martin basch

LAURIE ANDERSON: United States
Live. [Produced by Roma Baran and
Laurie Anderson; recording engineer:
Bob Bielecki; mixing engineers:
Richard Kaye and Dominick Maita;
recorded live at the Brooklyn Acad-
emy of Music, New York City, Feb-
ruary 7-10, 1983.] Warner Brothers
9-25191-1 (5 LPs; 4 cassettes).

Performance: Warm and surprisingly
accessible
Recording: Real live

Laurie Anderson's United States
Live is kinda like Who's Last. No,
really. Both are essentially audience
souvenirs, momentos that are some-
what unintelligible and hence useless
for those who weren’t at the show.
For a full appreciation of this epic (in
both scope and length) complex
work, one must not only have sat
through her seven-hour full per-
formance, but one must also have
Anderson’s published 230-page li-
bretto available for reference. This
gets expensive. Tickets for the two-
day event were $35 (in the cheap
seats, where I sat); the book is $20; the
record lists for $30. An $85 price tag
is pretty hefty for a piece of per-
formance art, never mind the time
investment. But, for the most part,
it’s worth it.

Laurie Anderson is that rare avant
garde figure who uses her heart as
much as her head. Most “serious”
artists who attract a rock ’'n’ roll
audience are stodgy and humorless,
far more interested in making Big
Statements than insuring that their
audience has any use for their pro-
nouncements. A deadpan monologue
deep in Part 3 of United States makes
clear that she wants nothing to do
with that:

“Well I wasoutin L.A.recently
on music business, and I was just
sitting there in the office filling
them in on some of my goals.

“And I said: ‘Listen, I've got a
vision. I see myself as part of a
long tradition of American
humor. You know— Bugs Bunny,
Daffy Duck, Porky Pig, Elmer
Fudd, Roadrunner, Yosemite

- Sam.’
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“And they said: ‘Well actually,
we had something a little more
adult in mind.’

“And I said: “OK! OK! Listen,

I can adapt!”

Not all of United States is that
transcendent-—no one except maybe
the Firesign Theater at their peak
could sustain that for seven hours.
Sometimes what Anderson wants to
say takes a back seat to how she says
it and this occasional victory of form
over content makes for a flawed but
major work.

On the recording side, United
States Live is an extremely authentic
live disc, a relative rarity. (Compare
this with the recent Talking Heads
“live” album which lists two studios
that were used for additional record-
ing.) For the first time, a Synclavier
sounds like it is being played, not
programmed. The Brooklyn Acad-
emy of Music is as much an instru-
ment here as anything Anderson and
her band play. A tangible spacious-
ness envelops the performance, mak-
ing for a document that enhances the
work in addition to merely recording
it.

United States Live is difficult, but
it justifies itself. At the least, it’s
more fun than Who's Last.

—jimmy guterman

DENNIS EDWARDS: Don’t Look Any
Further. [Dennis Lambert, producer;
Jeremy Smith, chief engineer; David
Marquette, Robert Feist, Jeff Silver,
Paul Ericksen, and Ralph Sutton,
associate engineers; recorded at
Soundcastle and The Music Grinder
Studios, Los Angeles, California;
mixed at Motown/Hitsville U.S.A.
Recording Studios, Los Angeles,
California.] Gordy 6057GL.

Performance: Solid gold
Recording: Fine tuned

Listening to Don’t Look Any Fur-
ther, Dennis Edwards’s first solo
album. I couldn’t help but make a
connection between him and Teddy
Pendergrass. Like Pendergrass,
Edwards is a soul man who seems
always to be in control of hisladies. A
marked contrast to Luther Vandross,
another soul man, you wouldn’t find
him begging, pleading or bargaining
for love. He is matter-of-fact about
his feelings and wants, voicing them
with a most reassured confidence.

In the title cut, a liltingly lovely
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mid-tempo rocker with a captivating
melody, he meets a woman that
tickles his fancy, and instead of
engaging in the usual first meeting
small talk, immediately declares:
“What you need is a lover/a man to
take over/don’t look any further.”
The musie and recording here (as on
the rest of the album) is as refresh-
ing as a blast of cool air in a hot,
funked-up nightelub. Above a deep,
fluid bass, and a gutsy, thudding/
thundering kick drum, an airy snare
taps with a crisp, heavy-handed
prominence, and various percussion
instruments, keyboards, and stereo
guitars display sharp presence and
clean timbral detail. When you least
expect it, a timbale jumps out at you
from the left speaker, rousing your
consciousness.

Equally compelling is “(You're My)
Aphrodisiac,” a ballad in which
Edwards casts aside his macho
toughness, and showers his woman
with enough flattery to keep her
happy for a few days (or nights). On
this one, Edwards’s singing, which
alternates between his usual rawly
sensual growl and a soft, sweetcroon,
cuts through the mix—which is as
dense and alive as an army of antson
a forgotten picnic lunch—with lines
like: “When it comes to getting down
you're a specialist,” and “All I need is
you and you alone.”

But do you think Edwards, soul
music’s latest ladies’ man, means it?
Hell no. The third cut on side two
finds him in an affair that got out of
hand. There he is involved with two
women—a dilemma he deals with in
“Another Place In Time”—so he
breaks it off with the other woman by
giving her comfort in the fact that
had he not been in love with someone
already...

And on “Just Like You,” the
album’s best ballad, Bill Reichen-
bach’s saxophone attempts to battle
Edwards’s voice for dominance. But
by definition, it’s no match for
Edwards’s powerful, raw verve as he
describes how his life has changed
since making the acquaintance of
some delightful, new female.

Edwards, who fronted the Tempta-
tions for more than a decade, left
them recently “strictly out of bore-
dom,” after he felt his input to the
group was not being credited. As a
solo performer, he hopes to grow as
an artist and to explore new creative
paths. If Don't Look Any Further is
any indication, those paths should
lead straight to the top.

havelock nelson
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MAHALIA JACKSON: Newport 1958.
[No producer identified; no engineer
identified; recorded live at the 1958
Newport Jazz Festival.] Columbia
JCS 8071.

Performance: Timelessly uplifting
Recording: Strong on vocals, weak
on instruments

Mahalia Jackson was a fascinating
example of someone who translated
the idioms of New Orleans jazz into a
completely different genre. That
genre, a musical bag still largely
identified with her name, is gospel.
This was a remarkable act of musical
translation since New Orleans jazz
from its inception was sensual,
gritty, slurry—in short, quite the
opposite of the lilting and transcen-
dental sound which became gospel.
Jackson found the way to steal the
fire of a Bessie Smith and package it
for Sunday consumption at the local
Baptist church.

This obvious mapping of her
musical career was sometimes
ignored by her record companies. At
various points in her career Columbia
attempted to package her as a pop
singer, folk singer, etc. She was, of
course, nothing of the sort. She
suffered overproduced albums with
pop orchestras drowning out her
soaring contralto. She often deserved
a better fate in the recording studio.

Newport 1958 may be one of the
finest albums of her recorded career
since she is backed only by a piano
(unidentified...was it Mildred Falls?)
and bass (equally unidentified).
Rather than relying upon a plenitude
of hymns sung in dirge-time, she
caters to the jazz crowd by singing a
hefty assortment of uptempo numbers
revealing how her gospel sensibility
was still heavily informed by all that
jazz.

There’s a sultry edge in her voice on
“It Don't Cost Very Much.” There’s a
strutting, striding, ecstatically
swinging tone to “Walk Over God’s
Heaven.” She positively glides
through a rocking, muscular version
of “Didn’t It Rain” and seduces us
sinners with her throaty vibrato on
“He’s Got The Whole World In His
Hands.” My favorite number has to
be “I'm Going to Live the Life I Sing
About In My Songs” because that
phrase sums up the spiritual essence
of Jackson’s music. Only two cuts
disappoint: “An Evening Prayer”
and “The Lord’s Prayer” simply goon
too long without an energetic forward
movement and it's interesting to hear
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the increase of crowd noise during
her performance of the latter.
The recorded sound does justice to »

Jackson’s vocals and captures them :y
crisply and brightly. I wish the piano «

and bass had been taped at a higher
recording level because they sound,
at times, murky and fuzzy beyond
recognition. A small cavil; Jackson’s
voice is what this recording is about.

Better liner notes with some tech-
nical and program information
would also have been welcome.

But the wise are advised to pick
this album up, particularly the
younger generation who identify
much of gospel with redneck hokum.
This was gospel’s finest hour.

norman weinstein

KiIP HANRAHAN: Conjure: Music For
The Texts Of Ishmael Reed. [Pro-
duced by Kip Hanrahan; engineered
by David Rodriguez; recorded at
Latin/Eurosound Studios, New York,
N.Y.] American Clave AMCL-1006.

Performance: A convocation of
spirits representing
jazz, rock, blues, Latin

Recording: Immediate and visceral

Novelists since the birth of this
nation have labored to graspand then
preserve on paper the substance of
the American Dream. Kip Hanrahan,
a Jewish-Irish Bronx native in his
late 20s who now lives on the Lower
East Side of New York, is equally
intent on capturing and preserving
on tape the American Clave, or
American Rhythm.

Books about records are nothing
new, but Conjure is a record about a
book—or, if you prefer, a record
made from a book. Under the direc-
tion of media mixmaster Hanrahan,
six composers fashioned songs around
the words of Reed’s book Conjure.
Much as Hanrahan, a filmmaker by
his own description, has “directed”
his own “solo” albums—five-star
masterpieces of collaboration called
Coup De Tete and Desire Develops An
Edge—where he acts as an “editor.”
Individually co-composers David
Murray (tenor sax), Allen Toussaint
(piano), Taj Mahal (guitar), Steve
Swallow (electric bass), Lester Bowie
(trumpet) and Carla Bley not only
wrote the music but performed it, all
under the supervision of “producer”
Hanrahan.

The music (two of the 10 offerings
are unaccompanied narrations by

Reed) is as diversified as the musi-
cians who wrote it and the soloists
who interpret it. Conjure is a con-
vocation of spirits representing jazz,
blues, rock and Latin music; and, as
always with Hanrahan, representa-
tion requires participation. The
musician on a Hanrahan date will be
nudged out of his comfort zone and
forced to reorient himself to the
producer’s pan-global time zone. A
guitarist from Haiti, for instance,
might work alongside a rock guitarist
from New York. Cliche’s, musical
and conversational, prompt head
shaking and upturned palms be-
tween two such players.

Yet time is but one component of
rhythms for Hanrahan, who fre-
quently employs a trap drummer
(Billy Hart here, often situated in an
isolation booth) surrounded by a raft
of ethnic percussionists (usually
Cuban and Haitian congeros). For
Hanrahan the sound of rhythm is
palpable; he not only hears it, he feels
it. His mic’ing techniques (including
underside placements) bring out all
the percussion and repercussion, the
rhythmic volleys inducing hypnotic
powers.

This is intelligent new music—a
literate, communal effort—but there’s
nothing scholarly or abstruse about
it. Humor abounds (dig Bowie’s jive-
ass whimsy on “Fool-Ology”) and
many solos will astound (especially
those by cornetist Olu Dara on
“Dualism I” and the bluesy dirge
“Oakland Blues”). Hanrahan and
Reed’s inspired concept, however,
loses a little something in execution.
Mahal’s molassesy voice falters in the
lower register, usually at the end of
lines, on Murray’s “Jes’ Grew”; the
overdubbed vocal chorus of “Mumble,
jumble, baby” doesn’t distract the
listener from Mahal’s vocal short-
coming. And though the limitations
of time/space confront every pro-
ducer/novelist, the withdrawal of
Toussaint’s snappy, uptempo version
of “The Wardrobe Master Of Para-
dise” is unfortunate. Bley and
Toussaint apparently wrote different
versions of the same tune, unbe-
knownst to each other, and while both
versions were recorded, Toussaint’s
was dropped in postproduction.

All in all, these are minor criticisms.
Hanrahan is a brilliant musical
matchmaker, and these 10 short
stories in sound (anecdotal, meta-
phorical songbooks), taken singly or
together, are required listening/
reading.

—gene kalbacher
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STUDIO TRACKS

At NYC's Unique Recording Studios: Cheap Trick is working on their new Epic LP with
producer Jack Douglas. Guitarist Rick Neilson is using a Roland GR700 guitar synthesizer
with the “MIDI Thruway.” Devo has been recording synth tracks and mixing with pro-
ducer lvan Ivan for their upcoming single, “We Are Here To Go" for Warner Brothers
Records. Producers Mark Liggett and Chris Barbosa are cutting tracks for the upcoming
Spinners LP on Atlantic Records. Rick Springfield is mixing his next release for RCA
records with Mark Kamins and Jay Burnett producing. Burnett is also engineering with
Roey Shamir assisting. Producer fan McDonald (Foreigner and King Crimson) is mixing
tracks for Steve Taylor's debut release. Chris Lord Alge is engineering the mix with Kennan
Keating assisting. Chaka Kahn's sister, Taka Boom, in in recording and mixing her new LP
for Mirage/Atlantic Records with Billy Rush producing. Tom Lord Alge is engineering
with Cathy Gazzo assisting. New equipment includes: Quantec QRS Room Simulator,
three Yamaha TX816 racks (8 DX-7s in each), two Casio CZ-101s with Cz-rider onscreen
editor and disc storage, and a Sony PCM Digital 2-track for CD mastering...At Criteria
Studios in Miami: Bob Seger is in doing overdubs for an upcoming album with Dave Cole
engineering and Bob Castle and Dave Axlebaum assisting. Producer Peter Solley is in
with the Romantics cutting tracks for their next LP on Nemperor Records. At the board
is Gordon Fordyce with Stan Lambert assisting. Maurice Gibb has teamed up with pro-
ducer Tom Dowd and engineer Dennis Hetzendorfer to cut tracks for brother Robin
Gibb’s new solo album...At Bearsville Studios in New York: Producer/engineer Max
Norman has just completed two new LPs, one with Savatage, one with Trash, for Atlantic
Records. Assisting was Ken Lonas. Upcoming projects include: Blue Oyster Cult for CBS
Records with Sandy Pearlman producing and Toby Scott engineering, and Icon for
Capitol Records with Eddie Kramer producing and engineering...At New York’s Skyline
Studios: recent activities included Lou Reed’'s New Sensations album, Grand Master
Flash's They Said It Couldn’t Be Done, Steps Ahead's Modern Times LP, the new Shannon
album produced by Mark Liggett, and Bronski Beat’s Age of Consent—their debut LP...

MISCELLANY

A new superstar group, dubbed Willie and the Poor Boys, has recorded a studio album and
video of vintage rock n' roll material to continue the charity fundraising of the Ronnie Lane
Appeal for A.R.M.S. (Action Research into Multiple Sclerosis) that began in 1983. The
Poor Boys are Rolling Stones’ Bill Wyman (bass and vocals), Charlie Watts (drummer),
Andy Fairweather Low (rhythm guitar and vocals), Geraint Watkins (keyboards and
vocals), and Micky Gee (lead guitar and vocals). Guests on the LP include Jimmy Page
(guitar), Paul Rodgers (vocals), Ray Cooper (percussion), Kenney Jones (drums), Terry
Williams (drums), Henry Spinetti (drums), Chris Rea (vocals), Steve Gregory (sax) and
Willie Garnett (sax). Bill Wyman organized the project as well as produced the album...
Members of the rock group Dio have organized still another fundraising effort for USA
for Africa. Calling themselves Hear 'N Aid, Dio members Jimmy Bain and Vivian
Campbell, have already received commitments for participation in the record from
some of the genre's top artists. The song, called “Stars,” was written by Bain and Campbell
along with Ronnie James Dio. Among the artists scheduled to appear on the record are:
Lita Ford and members of Judas Priest, the Scorpions, lron Maiden, Quiet Riot, Dokken,
Ratt, Y&T, Bon Jovi, Night Ranger, Black Sabbath, Queensryche and Spinal Tap. The
project will also include a video on the making of the record to be released on the home
video market.

MODERN RECORDING & MUSIC
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whats new tn sound and music

REASONABLE
ALTERNATIVE’S NEW
DIGITAL CLOCK DIVIDER
Reasonable Alternative’s new digi-
tal clock divider will take an incom-
ing clock signal from any source and
divideitby 1,2 4,8, 16,32, 0or64. This
allows any two previously incom-
patible units to suddenly become
totally compatible. If the unit that
you wish to syne to is a Roland
product, an output is also provided
that is identical to the Roland “Syne”
DIN jack, and will supply the +5V
RUN/STOP voltage that Roland devices
require. Since all companies are not
standardized on their clock rates, the
Reasonable Alternative’s Digital
Clock Divider will be a boon to all
owners and users of drum machines,
sequencers, and synchronizers made
by different manufacturers. There-
fore, brand names such as Linn,
Oberheim, Emu, Sequential Circuits,
Yamaha, Roland, Lexicon, and even
Fairlight and Synclavier can all
function in total harmony. A unique
feature of the Digital Clock Divider is
the “divide by 1” mode. In this
position, a unit with a clock rate of 24
pulses per quarter note can run a
Roland product, (which also wants to
“see” 24 pulses per quarter note), but
needs a RUN/STOP voltage of +5. By
using “divide by 1,” the clock rate will
not be changed, and the +5 RUN/STOP
voltage will be provided at the DIN
output. Some other more exotic uses
for the unit would be, for example,

JUNE 1985

k‘ clock sync
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CLOCK DIVIDER

divided clock -

Alernaives= |

professionsl sudio products

digital

dividing the clock frequency of the
Fairlight Synthesizer, (which is 384
pulses per quarter note), to control
any drum machine (ie: a LinnDrum
would run at its normal 48 pulses per
quarter note whendivided by 8). Ona
digital delay line with an external
clock input, such as the Lexicon PCM
42, the delay can be made to repeat
“in time” to a syne track or drum
machine when the clock rates are
synchronized by Reasonable Alter-
native’s product. The unit is housed
in an attractive light gray 2%-inch by
4%-inch ABS plastic box, with an
eight position external DIP switch

www.americanradiohistorv.com

for selection of the factors of division.
The clock input is a female %-in. jack.
The outputs are a divided clock Y-in.
female jack, and a 5 pin Roland type
“Syne” jack (with a +5 RUN/STOP
voltage). The unit is powered by a 9
volt battery with a life expectancy of
several years. An optional accessory
cable is also available that plugs into
the socket normally used for the Dip
switeh, making all the clock divisions
accessible simultaneously. The unit
retails for $89.00.

Circle 31 on Reader Service Card
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J.L. COOPER MIDI
LIGHTING CONTROLLER
J.L. Cooper Electronics of Cali-
fornia recently announced a new
MIDI lighting controller, the MLC-1.
This compact 12-in. by 9-in. by 3-in.
unit solves the problem of synchroniz-
ing lights to music when using a
MIDI sequencer as part of the act.
Via front panel fader controls, light
commands can be “taught” to a
sequencer. On playback, note on/off
commands for the MLC-1’s channel
(settable to any of the sixteen possible)
are translated into control voltages
compatible with several brands of
dimmer packs. Normally the MLC-1
may control up to 12 lighting chan-
nels, but can be expanded up to 24
channels. Four on/off outputs are

LINN ELECTRONICS
DRUM MACHINE/MIDI1
SEQUENCER

Linn Electronics’ new Linn 9000, is
the first product to integrate a MIDI-
compatible keyboard recorder and
digital drum machine in one unit,
with programming parametersiden-
tical for both. This design allows
compositional flexibility said to
exceed the capability of other com-
parable systems available at present.
The Linn 9000 keyboard recorder
(also known as a sequencer) precisely
memorizes every aspect of perfor-
mance-dynamics, pitch bends, modu-
lation and synth patches simulta-
neously for as many as 16 MIDI-
equipped polyphonic synthesizers
(with 2 maximum of 32 tracks). The
Linn 9000 digital drums embody all
current technology for such devices
(including the popular LinnDrum),
while introducing many exclusive
features designed to establish a new
standard for performance, according
to Linn. Among the many innova-
tions: 1) velocity-sensitive front panel
keypads (or rear panel inputs for
electronic drum pads) for entirely
spontaneous dynamics; 2) program-
mable hi-hat decay that permits
highly accurate simulation of drum-
mer’s variable foot pressure; 3) built-
in mixer with separate sliders as-
signed to each sound for selective
memorization of volume, pan and
tuning; 4) Repeat function—provid-
ing quick programming of rolls,

&0

provided (expandable to eight) to
allow synchronizing of special effects
such as flash pots. The MLC-1
occupies a single MIDI channel, and
can synchronize down to the six-

teenth note every time. The retail
price is $895.

Circle 32 on Reader Service Card

constant sixteenth notes, etc.; 5) ver-
satile tempo programming via count-
off Tap or numeric entry (including
tenths of a beat); 6) 18 drum and
percussion sounds with the highest
quality digital sampling rates—two
crash and two ride cymbals, four
toms, two congas, bass, snare, hi-hat,
sidestick, cowbell, tambourine,
cabasa and handclaps. Recording
and editing functions are conceived
to simulate the familiar operation of
a multitrack tape machine, with
record, play, fast forward, and
rewind buttons, among many others

wWwWw.americanradiohistorv.com

provided for easy to learn, efficient
operation. Retrofittable options soon
available include: 1) a plug-in audio
input circuit board for sampling
one’s own sounds; 2) a 3.5 disc drive to
augment present cassette capability
to load or store drum and synth
programs, as well as drum sound
samples; 3) an additional plug-in
circuit board to implement SMPTE
interlock. The Linn 9000 carries a
suggested list price of $4990.00.

Circle 33 on Reader Service Card
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NEW STEREO GUITAR
AND BASS

Kramer Music Products of Nep-
tune, NJ. recently announced pro-
duction of the new Kramer-Ripley
Stereo Guitar and Bass. Designed by
veteran guitarist Steve Ripley, the
guitar features a six channel stereo
mix with a pan pot for each string.
The pickup assembly houses six
separate high-output humbucking
pickups. The lead wire from each
pickup connects directly to its own
electronic tuning network and low-
noise operational amplifier. The two
output channels from the mixer
section leave the guitar via dual
control volume and tone pots and a
standard Y-in. stereo phone jack. A
stereo cord connects the guitar to a
passive splitter box which splits the
signal into two mono signals. A Floyd
Rose Tremolo System and Schaller
Strap Locks are standard equipment
and the price is $1,349. The five

GAINES AUDIO
PATCH BAY

Gaines Audio has introduced the
Model PB-16 Patch Bay, a 16 position,
two row bay with %-inch phone jacks
on both the front and rear panels.
Available in both balanced and un-
balanced versions, the PB-16 elimi-
nates the time consuming installa-
tion and high cost of conventional
patch bays. Outboard equipment
simply plugs in to the rear of the unit
and is then available at the front
panel for patching. In addition, the
top row jacks are internally normalled
to the bottom row, which means that
most normal routing is accomplished
without patch cords. If necessary,
these normals can be disconnected
and re-connected easily by the user.
Patching is done with any standard
Y-inch phone plug. The PB-16 was
created with small studios, sound
reinforcement companies, and key-
boardists in mind. The aluminum
front panel has a lightly textured
black finish and is silk screened with
legend blocks for easy labelling.
Dimensions are 1.75-in. by 19-in.
(standard rack mount), 3.5-in. deep.
The suggested list price for the model
PB-16 is $179 for the balanced
version, and $164 unbalanced.

Circle 35 on Reader Service Card
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string bass also has Schaller Strap
Locks and retails for $1,399.

NEW WASHBURN
PEDAL BOARD

With specialized electronic effects
increasingly becoming standard gig
bag equipment, Washburn Inter-
national had guitarists in mind when
they developed their new pedal
board. The board, which comes self-
contained in its own hardshell case,
offers players a clean, organized, and
accessible method of effects selection
and convenient 110V AC operation.
Any combination of up to six Wash-
burn pedal effects—which include
the Stack In A Box, Chorus, Flanger,
Compressor, EQ, Analog Delay,

Circle 34 on Reader Service Card

Distortion, and Phaser—can be used
individually or in conjunction with
each other on the pedal board. Pre-
wired and designed to eliminate the
hassles of battery drain and own
maintenance, the pedal board fea-
tures a line driver that cancels any
potential battery hum or other
unwanted noise. The board also
allows players to preset the levels of
individual effects and selectively
engage them or override them with
the push of a by-pass switch. The
suggested retail price of the Effects
Pedal Case is $160.
Circle 36 on Reader Service Card
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HAFLER PROFESSIONAL
POWER AMPLIFIER

Hafler’s new P125 professional
power amplifier is designed specif-
ically for a variety of commercial
recording studios, hotels and disco-
theques. Mechanically and elec-
trically designed for reliability and
continuous use, the P125 has a con-
servative power rating of 60 watts-
per-channel into 8 ochms, with less
than 0.009% total harmonic distor-
tion over the frequency range from
20 Hz to 20 kHz. The P125 utilizes
two metal oxide semiconductor field
effect transistors (or MOSFETS) per
channel. The MOSFETS provide
built-in thermal stability, preclud-
ing the need for complex, expensive
and sonically degrading protection
circuitry. MOSFETS also require
less drive current, allowing for
simpler, more reliable circuit topol-
ogy. The P125 employs rear panel

JBL COMPACT BI-RADIAL
STUDIO MONITOR

Using their successful Bi-Radial
horn design for constant vertical and
horizontal polar coverage, JBL Inc.
has introduced a compact studio
monitor, Model 4425, for small studio
and audio production facilities. The
4425 utilizes similar designing fea-
tures found in the 4430 and 4435 Bi-
Radial Studio Monitors. Extended
frequency response is achieved by
incorporating JBL’s titanium dia-
phragm assembly. The 4425’s high
frequency transducer features a
titanium diaphragm compression
driver with an edge-wound, alumi-
num-ribbon voice coil, copper-plated
pole piece and patented diamond
surround. In addition to frequency
division, the crossover network inthe
4425 provides power response com-
pensation for the high frequency
driver. The low frequency transducer
features a new 12-in. (300mm)driver
with edge-wound cooper-ribbon voice
coil. The newly designed loudspeaker
driver, model 2214H, incorporates
JBL’s symmetrical field geometry
(SFG) magnetic structure for low
distortion. The 4425’s Bi-Radial horn
delivers a 90 by 90 degree coverage
pattern from a 1200 Hz crossover
frequency up to 16 kHz. The system
boasts smooth power response from
frequencies up to 1200 Hz and flat
power response above 1200 Hz. The
system also provides smooth axial
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output fuses for load protection, as
well as thermal circuit breakers
mounted to the heat sinks. The
thermal breakers will shut the
amplifier down in the event that it
should overheat. Key features of the
P125 include: rear panel input level
controls, a stereo/mono switch, and a
switch to isolate circuit and chassis
grounds to minimize hum in multi-
amplifier installations. Designed for

standard rack mount, the P125 is 19-
in. wide, 5Y%-in. high, and 10Y%-in.
deep. It is finished in black and
available either fully or partially
assembled. The list prices are $400
and $350 respectively.

Circle 37 on Reader Service Card

response and ensures a color-free,
reflected sound field in the control
room by combining the axial re-
sponse with controlled power. The
4425 handles power inputs of 200
watts, exceeding the high acoustical
levels demanded for critical listening
of state-of-the-art digital recordings.
The system has a smooth accurate
response from 40 Hzto 16 kHz (+3 dB)
and a sensitivity level of 91 dB SPL,
1W/1m. The crossover frequency is

www.americanradiohi€torv.com

1.2 kHz and there is a nominal
impedance of 8 ohms. The dispersion
angle, included by 6 dB down-points
averaged between 1.25 and 16 kHz,
achieves a range of 100 degrees
horizontal and 100 degrees vertical.
A maximum of 120 dB is provided
from a stereo pair for continuous
program monitoring.

Circle 38 on Reader Service Card
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“SMALL STUDIOS BIG MONEYMAKING
GUIDE" now available! A must for enter-
prising recordists. Pays for itself! (Guar-
anteed) Complete four part series on high
quality audiocassettes. Rush $29.95—
Audio Success—Box 1191 Sta. C, Canton,
OH 44708.

WANTED

ful INSTRUCTORS fet
FOR
AUDIO TECHNOLOGY

and or

VIDEO TECHNOLOGY

andsor

DIGITAL TECHNOLOGY

and or

GENERAL ELECTRONICS
TECHNOLOGY

Career positions immediately available in
teaching and preparation of practical cur-
ricula for the dynamic, professional re
cording industry. Work in a congenial
professionally satisfying atmosphere
Location—historic Greenwich Village
Salary—attractive, commensurate with
background, experience and responsibility
of position

Send detailed resume, including salary
history to
Philip Stein, Director
Institute of

Audio Research
64 University Place
Greenwich Village

New York, N.Y. 10003

JUNE 1985

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
Ali-Pro Audioand Lighting, P.O. Box 3992,
Centredale, RI 02911. Big Savings from
the Smailest State.

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.

RUSSELL CARTER—ENTERTAINMENT
ATTORNEY. Recording Contracts, Pub-
lishing, Songwriter and Management
Agreements; Copyright Registration;
Incorporations. Free initial consultation.
842 First National Bank Building, Decatur/
Atlanta, GA 30030. (404) 377-9900.

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

EQUIPMENT FOR SALE: NEOTEK Series

IIf; 28x24 with 16 Busses, 6 echo returns

custom "pre-return” submaster fader,

extra patch bay, producer’s desk, leg set,

patch cords, spare parts, excellent con-

dition; WHITE 32-band EQ's $550 ea.
(312) 864-4460.

WwWWwWw americanradiohistorv com

® PRODUCTS
o EQUIPMENT
® SERVICES

Classified Rates

$1.00 per word.
Minimum $25.00.

Copy must be received
at Modern Recording &
Music, 1120 Old Country
Road, 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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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 Bivd., Holly-
wood, CA 90028; (213) 463-7178.

WANTED: Mclntosh, 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.

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

AKG ..., 4
Audio Technica ............. 24, 25
Carver ... 9
Carvin ..o 19
CBS ... 20
Cetec Gauss ................... 5
Crown ..., 3
Gotham ........................ 14
Institute of Audio/Video......... 29
Kramer ................... Cover !l
NAMM ... . 11
Otari.......ooovivivn... Cover I
PAIA .. 52
Phoenix Systems ............... 53
Polyline ........................ 29
Polyphony ..................... 53
Reasonable Alternatives ........ 10
Rocktron....................... 52
Roland................... Cover IV
SamAsh ....................... 8
Sennheiser ..................... 27
Shure ......... .o i 7
Soundcraftsman ................ 15
Symetrix ........... ... 13
Synchronous Technologies ..... 21
Tascam ...t 17
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FAIRCHILD Portable console, 16 in/8 out
with stereo monitor bus. Works off internal
nicads or ext. A.C. power supply. $1495.00
0.B.O. Call (201) 446-2976.

AUDIO CASSETTE & PCM digital (VHS/
BETA) duplication. Ultra-high quality
real time only. Best prices, Superduper,
7040 3rd. #c111, Scottsdale, AZ 85251.

HAVE A
RECORDING STUDIO
PROBLEM?

Call Datal jne
(213) 651-4944

The Society of Professional Audio Record-
ing Studios, a non-profit organization,
offers SPARS members, and non-members
referred by a SPARS member, a national
telephone ‘hot-line.’

Questions regarding any area of recording
studio operations including business prac-
tices, audio engineering, and technical
maintenance will be answered by SPARS-
approved sources at no charge.

Want a problem solved?
Call SPARS—

(213) 65i-4944

SPARS Board of Directors and Consultants

Murray R Alien Bob Lifun
Unwversat Recording Regent Sound
Corporoton Lhicago New 107k

Jerry Barnes Lenard Peariman
United Western Studios Eaiter Chicago
Los Angeies John Rosen

Chartes Benanty
Soundworks Digital
Audro/Video Studios

Fanta Professional
Services Nashvilie

Christopher Stone

New Tork Record Piant inc

Larry Boden Los Angeies

M guwfg Certer Joseph D Tarsa

Las Angeles Sigma Sound Studhos
Bruce Botnick Phdodeiphia

Digitot Magnetics Davd Teig

Los Angeies New York

Nick Colleran John Woram

Alpha Audio Woram Audio Associates
Richmond New York

Mack Emerman
Criterio Recording

Miami
SUBSCRIBER SERVICE
CHANGE OF
L -
ADDRESS $3¢ C
Planning to move? Please let us é 5 &=

know six weeks in advance so
you won’t miss a single issue of

MODERN RECORDING.
Attach old label and print new
address in space provided. Also

9 New Address Here o

Please print

include your mailing label Neme

whenever you write concerning
Address

your subscription to insure
prompt service on your inquiry.

MODERN RECORDING Gty State
1120 Old Country Rd. '
Plaimview, NY 11803 Date ./ / Zip
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PLAY OTARI

The magic of creativity often happens in streams
of musical ideas, and the nuances of this process

are compromised by interruptions. The
m creation of music demands an audio

= = f-r: = Mmachine that is in har-

@? s mony with musicians,

P s @i and their instruments.
N Otari’s Mark II-8 with

3 Autolocator and Remote

Control is a part of this often
elusive synergy, like no

other half-inch, 8-track can

1 be. With the Mark III-8,

+ you and the instruments are the
magic, while the Otari supplies the unobtrusive
flexibility and precision of fingertip control. And
what you control is audio performance that rivals
the best of the one-inch machines.

<l M

W ===
3 P
‘

So when you strive for that essence of sound that
is unmistakably professional, choose the Mark
111-8 for those fleeting moments when perfection
must be the rule. From Otari: The Technology
You Can Trust.

Contact your nearest Otari dealer for a dem-
onstration, or call Otari Corporation, 2 Davis
Drive, Belmont, CA 94002 (415) 592-8311
Telex 9103764890

""'@
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e With-most digital
” delays, the more features
— you add, the more time it takes
to set ur) good sounds. Why let any
product-siow you-down? The new
digi- tal delays from Roland give you every.
- feature you could ask for, and-also provide
e programmability - to allow you to go-from one delay
setting to the next in ~ an-instant. You see, where the
other digital delay manu- facturers give you alot of knobs,
Roland has elected to give you a lot of convenience=the pro-
grammability of the Roland Digital Delays® —ets you go from crystalline
echo to full-dimensional flanging to . lavish chorus and onFfrom
there...just push a buttori {or a footswitch when you're onstage).
What's more, Roland has_provided program- mability while offering
higher resolutlon and more defay time per dol lar than any producton
the market. The features speakfﬁrthemselves
Both Units: Four convenient footswitches: Delay & On/Off, Preset (to
switch between Memory Channels}, Playmate (to remotely set delay
time), and Hold Precisian-control of Delay Settings: adjustable from-1
to 10 mSec in 1 mSec steps. Wide Frequéency Re- sponse/Low
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 chanpels of microprocessar-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.

[ERoland RolandCorp US, 7200 Dominion Circle, LA,CA 900403

Circle 12 on Reader Service Card
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