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"EDDIE, I LOVE
= SOUND
OF THIS BOARD'

’)

High praise ind2ed from a performer of
Roberta Flack’s s-atuse. But not unexpected
by veteran producer end studio owner, Eddie
Germano. Ed Germano got to know the JH-600
console series when he bought one for his Hit
Factory Studios ir New York City. And he was
impressed, so impressed that he has already
taken delivery of anotaer of MCl's latest, most
popular line of consoles

Professionals like Edcie Germano and
Roberta Flack demand the best. That's why

1400 W. Commercial Boulevard, Fort Lauderdale, Florida 33309 USA. Telephone: (305) 491-€825. Telex: 514362 MCI FTL.
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The Performance
the Engineer/Producer
Expects,

_ The Features and
Reliability They Demand.
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THE NEW,OTARI MTR-10 SERIES
MASTERING/PRODUCTIO* REZORDER

f them to be the

e engine
\/\/ultimate-' ecording/mastering.
They embody'the innovative

technology and the highest reliability

that has made us The New Vvorkhorse

in audio production.

THE ULTIMATE IN PRODUCTIDN EFFICIENCY

e Three speeds: 3%, 72, 15 ¢r 7'2, 15,

30 ips.

» Full, two and four track bormats.

» Flexibility in cabinet chcice: desk
type, overbridge or rack. mcunt for
custom installation.

- Full servo, D.C. PLL transport
governed by an on-boa-d
microprocessor—an incustry first.

» +20% vari-speed with ios cr
percentage display.

¢ Built-in, no overshoot returi-to-zero
with optional 10 memorg/one stroke
and keyboard access autolacator.

« Internal multi-frequency square/sine

wave generator.
» Preset master bias switzhing.
- Electronically balanced I/C with
direct-coupled, high cumrent outputs.
» Automatic reel size sensing with

single hand. bi-directioral tape rocking.

 Cue control with lifter defee: and
controlled wind.

« Dump edit and shuttle edit control.

- Integral, precision splicing slock.

 Cue speaker and headphone
monitoring.

* Direct access playback head.

» Modular, single card electronics with
high slew-rate integrated circuits.

THE ULTIMATE IN ANALOG AUDIO

» Dynamic Range: >75dB maasured
from noise floor to 3% T4D (30 ips,
#226 tape).

» Frequency Response: 0 VL (+4)

35Hz-29kHz, +1.0, —-3.2dB @ 30 ips.

* Wow & Flutter: Less than 0.04%,
DIN 45507

* Distortion: Less than 0.1% @ 1kHz,
250nWb/ .

» Maximun Output: +28 dBm.

» Adjustablz record phase compensation.

These features and more will allow
you to do your job faster while delivering
every last cB of performance. It's the
productive and efficient solution to
the demanding new realities of the
contemporary recording studio.

ENGINEERED TO BE EASILY SERVICED

ccess to all components makes

Amaintenance straightforward. The
audia, transport, master CPU and

power supply electronics are all of
modular, card frame design; the entire
transport assembly is top-hinged to
allow wide-open access while the deck
is in operation.

ENGINEERED TO THE HIGHEST STANDARD
OF RELIABILITY

Reliabilily is paramount in Otari's

approéach to doing business. We've
earned an enviable reputation
for quality end value that has made us

a leader in multichannel recording
(MTR-90) and compact mastering
recorders (the 5050 Series). With the
new MTR-10, we have successfully
bridged the gap between the new
technology and reliability.

Evaluate the MTR-10 recorder for
yourself by contacting your authorized
MTR-10 Series professional audio
dealer. It will become evident that
Otari is several steps ahead of the
competition—again. Audition the
performance, features and engineered
reliability that will meet the needs of
engineers and producers for years to
come.

The New Workhorse

2 Davis Drive

Belmont, Cauforna 94002
(415) 592-8311

Telex: 910-376-4890

© 1982. Otari Corp.




BROADCAST

PRECISION

Infroducing the Ampex ATR-800. More features
than ever before in a broadcast audio recorder.

In a busy broadcast environment, every minute counts.
That's why Ampex designed the ATR-800 with saving time
in mind. With more standard features than any other
recorder in its class, the ATR-800 is the perfect choice for
broadcast professionais. And recording studio engineers?
Take note.

The ATR-800 was designed for tape editing. The wide
open head assembly gives you fast, accurate tape
access. Recessed head gate and transport controls
prevent tape snag. And a continuously variable shuttle,
under control of the microprocessor, regulates tape
speed and direction.

But the features don’t stop there. You'll find a standard
cue amplifier that allows monitoring of any or all chan-
nels, a quick change head assembly, a digital tape
timer with single-point search-to-cue, three tape speeds

with built-in vari-speed, fader start for remote controt from
a console and much, much more. All standard. And with
a switchable NAB/IEC setup, the ATR-800 is a true interna-
tional recorder in every sense of the word.

Look around, no other audio recorder offers you more
standard features than the ATR-800. Whether you need
rack mount, console or pedestal versions, call your Ampex
dealer or write Ampex Corporation, Audio-Video Systems
Division, 401 Broadway, Redwood City, CA 94063
(415) 367-2011. Sales, spares and service worldwide.

AMPEX
TOOLS FOR TOMORROW

Ampex Corporation » One of The Signal Companies §

Serviceabllity
Piug-in assemblies are easlly
accessible from the front of the
recorder, even when
rack mounted.

Quick Change Jie
Head Assembly
Converts from one to two to four”
channels, or back quickly with
no mechanical re<alignment.

Three Speeds with Variable
Speed Operation
Machines are shipped with three
speeds, 7'4, 15 and 30 In/sec.
Fleld convertible to 3%, 7% and
15 In/sec.

Digltal Tape Timer with
Single-Point Search-To-Cue
For accurate timing In hours,
minutes and seconds.

~~

Swhichable NAB/IEC Setup
Converts between NAB and IEC
setup, Including blas as well as

equalization.

Microprocessor Control

Microprocessor system ensures

safe, genfle and foolproof tape
handling.

Designed For Editing
Head assembly Is wide open for
unequaled accessibility. Dump
edit and hands-on-reel editing
modes included,

For additionalinformation circle #5




DIGITAL OR ANALOG?
ITS YOUR CHOICE
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« "Neve

Rupert Neve Incorporated Berkshire Industrial Park, Rethel, Connecticut 06801 Tel: (2037446230 Telex. 9696538
Rupert Neve Incorporated 7533 Sunsel Blvd., Hollywood, Calitornia 90046 Tel: (218874-3174 ‘lolex: 194942
Rupert Neve Incorporated (). Box 120907, Nashville, Tennessee 37212 ‘le - (614 1385-2090
Rupert Neve of Canada, Ltd. 2721 Bena Road. Malton, Ontario L4T 3K1, Catada Tel: (1606476611 Telex: 983502
Neve Electrorics International. Ltd. Canit-rickae House, Melbourn, Royston, Hertlordshire, SG8 6AL) England ‘Tal: (076360776
Rupert Neve GmbH 610Xt Darmstadt Bisinarckstrasse 114, West Germany T (5181764



THE “TUCHEL"” CONNECTOR
from:Stephen F. Temmer, President
Gotham Audio Corporation

We have noted with interest the item
on page 110 of the February issue of R-
e/p. concerning “The Tuchel Connec-
tor”" [ written] by Larry Lamoray of MCI,
a Division of Sony Corporation of
America.

We would only like to correct an
impression which this very excellent
contribution leaves in the reader’s mind:
namely that the Tuchel subsidiary of
Amphenol has some sort of monopoly
on such a 30-pole connector.

[tis a fact that, as the article correctly
identifies, it is a connector deseribed in
the German DIN 41 622 Standard. and
as such is available from a number of
manufacturers in Germany, including
Siemens. from whom we obtain them.
While all the connectors from all of the
suppliers will properly mate [with one
another]. they each utilize their own
proprietary contact system, and thereby
differentiate themselves. Oneother very
important matter of competition
between these suppliers is the size,
shape, locking arrangement and mate-
rials from which the housings are made.
There are important differences to be
found there.

Gotham Audio supplies a 10-pair,
highly flexible, individually shielded
cable made especially to properly fit the
cable entry on such housings.

FINANCIAL SURVEY OF
TELEVISION INDUSTRY
SHOWS HEALTHY GROWTH

The annual financial survey con-
ducted by the National Association of
Broadcasters of the nation’s television
stations shows that in 1981 the typical
station had a pre-tax profit of $1.064,000
— a 12.6% increase over the previous
vear. The survey was based on replies
from 436 stations, and showed an
increase in all catagories.

Gross time sales increased 15.7% to
$5.739.100. and net revenues were up
16.7" to $5,066,300. For the first time
since 1970, the typical station received
more advertising dollars from national
and regional spots than from local
advertising. Also, non-broadcast
revenue hit $117,200 (15.70%)., and
$129,100(33.09%) for trade-outs and bar-
ter transactions.

In contrast to a 22.75% increase in
programming costs to $1,484,500, tech-
nical costs rose by 14.6% to $442,200.

The survey also shows that the typi-
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CALIFORNIA SALES TAX ISSUE; CEO Reports That
Money and Industry Support Necessary

The California Entertainment Organization (CEQ), formed less than five months ago,
reports that it has made a certain amount of progress in formulating industry-wide
solutions to the potential sales tax threat from the California State Board of Equalization
(see February and April issues of R-e/p). It warns, however, that the current situation is
dire, and support — especially financial contributions — is needed to avoid losing all the
hard-won efforts achieved so far.

In April, CEO was able to have legislative amendment introduced in the California
Assembly (known in the legislature as “AB 2871”) through the sponsorship of Assemb-
lywoman Gwen Moore. The effect of that amendment would be to correct the mannerin
which the taxing authority, the State Board of Equalization, is interpreting the state sales
tax law; and, if successful, AB 2871 should correct that interpretation back to 1976.

Theintroduction of CEO’s proposed law with the legislature is only the beginning of the
legislative process, it says. The proposal must pass through a rigorous series of commit-
tee votes, Senate and Assembly floor discussions, and then receive the Governor's
signature before it becomes law. AB 2871 is not expected to go into effect before
November, 1982. To help in the fight, CEO has hired a team of lawyers and made a
number of important governmental contacts. But CEO still considers that solutions to
the problems are a long way off.

“CEOQ has brought the ball up to the 10-yard line, but we need much more to make the
goal,” stated CEO board president, David Rubinson. “We need financial support from the
record labels, hard dollars to pay for the Jawyers acting on our behalf. We need member-
ship numbers to demonstrate our strength and our unity. We need to be collecting and
disseminating information — if you have been ‘hit,” if your friends or lawyers or accoun-
tants tell you not to worry, if you know anyone who has been successful with the State
Board of Equalization, get in touch with us.”

Even as the CEO continues to press for solutions to current and retroactive assess-
ments of 6% sales tax against independent record producers, recording engineers, record
production companies and recording studios, the bounty for the state is increasing. The
6% sales tax is being raised to 6.5% in Los Angeles County, effective immediately, the
CEO has learned. It was also learned that the 12% per year interest rate on unpaid taxes is
being raised to 18% per year, computed on a daily rate. The rate increases are partof the
plan to balance the ailing state budget, according to Richard Nevins, State Board of
Equalization (SBE) member.

While the law is awaiting passage, assessments and SBE hearings continue. Recording
studios and engineers report that the taxing agency is acting without any clear under-
standing of how a master recording is made. “Oddly enough, the SBE staffers don’t seem
much better informed about their own regulations and practices than they do about how
the record business works,” stated Jane Wolf Eldridge, executive director for CEO.

R-e/p has discovered that even those individuals who have acquired seller’s permits,
the pre-requisite for collecting the 6% sales tax (now 6.5% in Los Angeles County), are not
having an easy time collecting that amount. Many record labels will not pay the extra cost,
and only those who can command it are actually getting reimbursed from the “manufac-
turers,” the record companies.

One way that some people in the industry are solving the problem is to make their
albums, even build their studios, outside this state. CEO has learned that there has been
an increase in record production in Florida, Arizona, and Colorado, and that these
producers are attributing such moves to the imposition of sales tax in California. CEO is
also exploring the possibility of some tax incentives for the industry in Nevada, where
there is also no state income tax.

“The more we look into this, the more we find,” Eldridge concluded. “If AB 2871 does
not pass into law, this industry, and every other creative industry from video to animation
to computers, is in big trouble. This concerns everyone in the record industry. The
biggest problem CEO has is that no one really believes it will happen to them.”

CEO can be contacted at P.O. Box 512, Van Nuys, CA 91408. Telephone: (213)
906-2080.

cal station has 78 fulltime emplovees —
up from 71 in 1980.

general manager. Tom Sharples has
been appointed engineering manager.
A new research facility featuring the

RESEARCH & DEVELOPMENT

OTARI ANNOUNCES NEW latest in test equipment and listening
environments is being constructed

DIVISION adjacent to Otari’s U.S. Headquarters

The new Research and Development
division for Otari Corporation will be
headed up by Steve Krampf, appointed

in Belmont, California.
“The purpose of the new division,”
Krampfsaid, “is todiversify and expand
... continued on page 106 —



New England Digitals
Synclavier i

Two years ago, when the Synclavier® Il was first introduced, we announced the end of synthesizers as you once
knew them. One year ago, with the addition of the Terminal Support Option for the Synclavier® Il, our synthesizer
continued as the world’s most advanced and best selling digital system. This year, with the release of two new
options, Sample-to-Disk™ and Music Printing, New England Digital continues to pioneer the computer music
revolution with products destined permanently to change the world of music. . .

One Compact System . . . Virtually Unlimited Features

The Synclavier® |l has earned its reputation as the number
one digital system worldwide because New England Digital de-
livers features, not excuses. in order to accomplish this, the
basic Synclavier® Il is designed around one of the most powerful
and upgradeable 16-bit minicomputers in the industry. Comple-
menting the computer is a flexible and efficient high-level struc-
tured software language, XPL. This powerful, unbzatable com-
bination provided the vehicle for the rapid addition of new fea-
tures to the Synclavier® 1. Best of all, these new
features were simply mailed to our customers
on a floppy diskette.

To insure that these features produced out-
standing musical results, New England Digital
designed the simplest, most intelligent musical
interfaces available, which provided the syn-
thesis of sounds never before possible from any
system. Sounds so realistic that after hearing
the Synclavier® |l demo record, people called to
say they could not believe one instrument could
produce sounds so lifelike. This same method of
control can be mastered by anyone. By simply
pressing a button and turning the master control
knob, the user can adjust the parameters of the
Synclavier® || instantly. For example, you can
have up to 32 separately controlled channels or
"*voices’’ which consist of (1) 24 harmonics, (2)
six-stage volume envelope generator, (3) six-stage harmonic
envelope generator, (4) digital FM control, (5) extensive vibrato
control, (6) portamento control that can be logarithmic or linear,
and (7) decay adjust, permitting longer decays on lower notes
You can quickly recall from 64 to 256 preset sounds availabie on
the Synclavier® |l at any one time. Also, the possibility for
creating your own sounds from scratch is limited only by your
own skill and imagination. To add more realism tc timbres, the
Synclavier® |l gives ycu extraordinary capability to change
sounds as you play them, accurately recreating many of the

subtle changes real instruments make during a live perfor-
mance. To top it off, the Synclavier® 1l comes with a 16-track
digital memory recorder which is more sophisticated than any
other system recorder or sequencer on the market today. The
enormous power of the Synclavier® 1i's hardware and software
allows the user to record and mix complete multi-track re-
cordings within the Synclavier® ll, set independent loop points
for each of its 16 tracks, transpose and bounce tracks, and edit
or change the scale of a prerecorded piece of music from the
key of C to B minor. The compositional aspects
are staggering.
Terminal Support Option . . .
The Musician’s New Instrument
In addition, New England Digital integrated a
high-resolution graphics computer terminal for
use in conjunction with the Synclavier® II's
keyboard (at left). This Terminal Support Option
has opened up new horizans previousiy unavail-
able from any system. This option provides a
Graphics Package which allows the user access
to a detailed graphic or numerical display of the
timbre being programmed. A sophisticated
music language titied SCRIPT “permits the user
to take a performance played on the keyboard
or typed in on the terminal and edit or syn-
chronize it to a film or video production. Plus,
T “ precise polyrhythmic melodies can be de-
veloped which would be difficult or even impossible to play cn a
keyboard. ]
For those interested, a more complex language, MAX,” a
superset of XPL, allows the user to write his own softwzre pro-
grams to control New England Digital's special purpos2 herd-
ware
Even with thase extensive features, New England Dig tal has
only just begun to utilize the capability of the Synclavier® ii. We
invite you to turn the page and examine another product of the
future, available today from New England Digital.
BES W

new engiond ogital

©1982 New England Digital
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VISUAL MUSIC
— AN ADDITIONAL SOURCE
OF INCOME FOR THE
AUDIO INDUSTRY?
by Martin Polon

1982 has become the year of the non-
product. Several much publicized new
audio/video services have taken a step
backwards, or stalled in development or
marketing. Of the three videodisk sys-
tems in the marketplace, one has not
met its sales commitments (RCA); one
has had to close its domestic pressing
plant (l.aserDlisc): and one has post-
poned introduction until the end of the
vear(VHD). The Digital Audio Disk has
been demonstrated, and 38 manufac-
turers have committed tothe system; its
introduction, however, has been delayed
towards 1983. By contrast, visual music
has proved itself not to be one of these
non-products; instead it has been clearly
established as a program commodity for
home entertainment.

Aside from the large number of pro-
motional video musicreleases that have
appeared for New Wave and other popu-
lar music groups, the Warner-Amex ded-
icated music channel is operating on

hundreds of cable televison systems all
over the United States. Known as Music
TV (MTV), this24-hour-per-day satellite
fed service reaches nearly four million
cable TV subscribers on nearly 400
cable systems, stereo sound being pro-
vided as a dedicated FM signal to be
reproduced on the viewer’s home stereo
system. Program material consists of
the various record promotions, and ded-
icated productions of visual music.

MTV has even spawned competition,
with the Video Music Channel provid-
ing similar services to approximately
800,000 cable subscribers. There is even
a Nashville Network in development,
based onthe Grand Ole Opry, to provide
cable subscribers with visual music in
the country genre. Other large cable
programmers, such as Home Box Office
(division of Time, Inc) and Rockefeller
Center (partnered with RCA), are
rumored to be planning similar services
to the above mentioned cable music-
video channels.

Similarly, the advent of stereophonic
videocassette recorders with Dolby ste-
reocapabilities has prompted the release
of stereo cassettes with visual music
programming. Even though Akai,
Panasonic and JVC have just begun
marketing stereo VCR’s this year, two
stereo videocassettes have already made
the Billboard Videocassette Top 40
charts. These two, Michael Nesmith’s
Elephant Parts, and Olivia Newton
John’s Physical, join other successful

BAD DRUM MIC!

LET 'EM KNOW YOUR DRUMMING 1S ALIVE
WITH EM =107 SERIES MICROPHONES
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video music releases such as Blondie's
Eat With The Beat.(The Blondie release
is reported to be the most successful
video-music releaseto date, with salesin
excess of 10,000 copies.)

Video disco clubs, springing up first
in New York and Los Angeles, have
spread to other cities around the world.
Major groups, including Earth Wind
and Fire, are preparing new video music
releases. Ultimately, the videodisk will
be accepted by the consumer, and the
release of all kinds of musical perfor-
mances, both in concert and in the stu-
dio — as well as with the whimsical vis-
uals that constitute video music — will
become common place. Since all of the
present disk systems offer stereo repro-
duction with noise reduction (CX, dbx,
Dolby, etc.), the potential of releases
such as Pioneer Video's Tanaka will be
many times what the market can absorb
today.

So, it seems that visual music is
healthy, but does it provide a market-
place for the audio production studio
with video capability? The answer is:
Yes and No. At this point, the major
stumbling block to studios becoming
involved with visual music is the high
cost of video production; in most cases
only the major record companies have
the resources to finance production. The
cost of a visual music presentation has
worked out to around $25,000 per song,
which compares with television produc-
tion costs in the range of $8.000 to
$20,000 per minute, and theatrical
motion picture production costs in the
range of $50,000 to $125,000 per minute.
The net result is that current video
music, utilizing theatrical facilities used
for large-scale television and film pro-
duction, has become very costly. Thisis
especially a problem for the record com-
panies, in view of the current deflated
marketplace for records.

The opportunity is there for smaller
scale visual music production if the
facilities are capable of meeting the
expectations of the audience. The pro-
duction of video music requires a certain
blending of visual and stereophonic
elements. Aside from the ability to mix-
down multitrack in SMPTE timecode
lock-up with one-inch C-format or %-
inch professional video tape recorders,
full video editing facilities are also
required. The kind of visuals that have
become a part of the mosaic of video
music would normally be shot outside of
an audio production facility — either on
location, or in a studio with elaborate
sets. The use of *%-inch video for produc-
tion in the ENG (Electronic News Gath-
ering) style is possible with time-base
correction, and can reduce production
costs, especially where the end product
is to be viewed on cable without further
distribution. In this way, the audio pro-
duction house can even participate in
the creation of the visuals. If the sound-
track was recorded at the same audio
house, the total participation from start
to finish enhances the entire project.

Various production schemes for video
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Synclavierlls
Sample-To-Disk Option

The Most Important Technological Advance for
Commercial Synthesis Since the Synthesizer Itself.

Using the Synclavier® Il's new Sample-toDisk"Option, you
can now digitally record real instruments or whole sections
of instruments into the Synclavier® Il using a microphone or
any line-level source, and then perform them on the Syn-
clavier® II's keyboard. But, that's only the beginning. Using
sophisticated software technigues which are simple to operate,
you can then analyze the recorded instrument(s), and, if you
wish, completely reconstruct and aiter the sound before per-
forming it on the Synclavier® |I's keyboard.

The Synclavier® II's Sample-to-Disk™Option is the superior
approach to music sampling. Its audio fidelity and length of
sample time far surpass anything on the market tcday.

The Sample-to-Disk™ Option can be added to any Syn-
clavier® Il music system. Analog signals can be recorded at a
sample rate up to 50KHz, onto a Winchester Cisk (shown
below). You may select a wide range of sampling times from a
minimum of 100 seconds to a maximum of 54 minutes, de-
pending on the size and number of disks your Synclavier®
has. Also, to insure precise conversion of the recorded signal,
16-bit state-of-the-art, digital-to-analog and analog-to-digital
converters are included.

Leading Edge Technology Made Useful to the Musician
The technologica! wizardry of New England Digital now
makes available a powerful performance and research instru-
ment to help you understand and use creatively one of the most
important components of music . . . sound. Though extremely
advanced, this system is simple to learn and easy to operate.
For example, to begin sampling any sound, all you do is type a
simple command on Synclavier® 1i's terminal. Whiie you are
recording, the terminal draws a real-time Envelcpe Display
allowing you to see how many seconds of sound you are re-
¢ording. By typing another command, the display on the ter-
minal changes to a Signal Display, which piots the recorded
waveform of a violin, sax, human voice or whatever you have
recorded in the time domain. it graphs the amplitude of the
signal as it changed over time. At this point, using the cursor on
the display, you can Jabel the beginning and ending points of
the signal, enabling you to play just that small segment of the

recording, again and again, on the Synclavier® |I's keyboard or
extract that segment for a more detailed analysis.

If you are interested in the harmonic content of a sampied
timbre, typing another command draws a three dimensional
Spectral Display on the terminal. This display automatically
plots the strengths of individual harmonics present in the tim-
bre, and displays how they differ over time. You can ailso ex-
amine non-harmonic sounds such as a cymbal crash (below).
This is an extremely useful feature in learning the timbral
characteristics of any musical instrument and will act as a
guide to synthesizing future timbres.

To modify or reconstruct a sound, two necessary softweare
techniques are sup-
plied. The first is
Digital Filtering
which permits you to
reduce noise or In-
dividually fiiter out
certain harmonics
present in the sound,
thereby changing
the timbral charac-
teristics of the sound.

The second tech-
nique, Editing, allows
the user to examine two completely different waveforms
graphically, on the terminal, and extract segments from each
waveform to be spliced together for a totally new sound or
sound effects. To illustrate, you could attach the attack of a
snare drum to the sustain of a vibraphone.

Real Time Performance

Once satisfied with your timbre, you can transfer it to the
Synclavier® Ii's keyboard for real time performance. Complete
control over the decay and sustain of the timbre is possible,
plus musical effects such as pitch bend are available.

These features, advanced as they are, are only the beginning.
However, one thing is certain, the Synclavier® |I’s Sample-to-
Disk™Option is destined to change the ]
world of music synthesis forever. ﬁ.@.@.
new engiond degitol
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— VISUAL MUSIC —

music are possible for an audio produc-
tion studio configured for video sweet-
ening;i.e. possessing some kind of video
recording/playback/editing facilities.
as well as large-screen display of the
visual material. If the studio is equipped
with one-inch C-Format machines. then
the process of post-producing video
music is easily accomplished. One-inch
professional video machines configured
for stereo, with Dolby noise reduction,
carry the necessary SMPTE timecode
and control information on allocated
cue and control tracks. Associated edit-
ing equipment for the post-production
allows merging the audio into the video
to create visual music. One drawback
faced by an audio facility interested in
getting into this business is the rela-
tively high cost of one-inch video tape
recorders and associated editing equip-
ment. With such VI'R's costing upwards
of $100,000 each, and editing gear cost-
ing at least $10,000, it requires a cool
quarter of a million dollars to be fully
equipped for professionallevel video
sweetening or video music business.

A less expensive production alterna-
tive is to use the %-inch video format.
This concept of editing and sweetening
with a Y%-inch video “workprint.”” has
become almost a standard since it was
pioneered by CBS and others for the
production of network television pro-
grams. The audio sweetening of video
has adopted the workprint system to a
large extent, and the possession of %-
inch videocassette recorders with a
PCM audio record/playback adaptor
would allow mixdown to a high-quality
two-track format. The latter could then
be edited to the visual materials and
dubbed up to one-inch helical scan for
distribution, with very little degrada-
tion of quality.

Another method would be to use %-
inch machines as video “Moviolas,”
editing on a copy of the original video

recording while maintaining timecode
synchronization with a multitrack or
digital audio tape recorder. Conven-
tionally, the #%-inch videocassette
recorders put the SMPTE timecode on
one of the audio tracks, as does the one-
inch machines (using a cue track). How-
ever, the use of the video vertical inter-
val signal area for storing timecode is
picking up both acceptance and availa-
ble hardware, allowing more flexible
utilization of the audio/video recording
relationship via SMPTE timecode. A
complete “-inch video system with
comprehensive editing facilities, a third
machine for digital audio (with corol-
lary PCM equipment) and a projection
television system can be acquired for
under $60,000. So for just under a quar-
ter of the cost of one-inch video equip-
ment, an audio house can place itself
into the world of visual music and video

sweetening,

The question that comes to mind.
however, is where does the performing
artist fit into all of this? The answer is
that the artist would welcome the same
kind of creative relationship that occurs
between the artist and the recording
studio in making the audio record. At
this point, because of the high costs of
conventional video production houses,
most of the creative control for video
music remains in the hands of the
record label for which the artist records,
The availability of more flexible and
less expensive venues for the creation of
video music can only increase the total
amount of software available in the
genre. Since a single cable channel
playing for 21 hours per day utilizes
almost 9,000 hours of programming per
vear, the need for video music software
seems assured. ([ ]]

STUDIO DESIGN AND CONSTRUCTION
Live-End/Dead-End Acoustics — Practical Experience
at Normandy Sound Studios

by Paul D. Lehrman

“The most important piece of equip-
ment in a recording studio is the control
room,” says Phil Greene, chief engineer
and part-owner of Normandy Sound,
located in Warren, Rhode Island. It's
that kind of thinking that led Nor-
mandy, one of the first 24-track studios
in the region, to become the first facility
in the six states to feature a certified
Liive-End/Dead-End control room.

Since the new room opened last
October, business has been good, but
that's not necessarily due to the new
control room. One of the more important
clients has been Billy Cobham, who
came to this mill town from his home in
Switzerland, on a blind recommenda-
tion from his bassist Tim Landers, to
record two albums that were quickly

picked up by Elektra/Musician. R-e/p
spoke with Normandy's chief engineer
Phil Greene on two occasions; the first
was in January, while tracks for the
Cobham session were being laid; and
the second was in March, right after
Cobham’s tour with Bobby and the
Midnites, during the grueling 12-day
mixing session.

Greene wastes no time explaining
what the LEDE concept means to him.
“It's as close as you can get in reality to
an anechoic chamber at the front of the
room,” he says. “Obviously vou have
the window and the console. but thereis
an essentially uncolored signal path
between the speakers and the ears, with
no phase or frequency-response abnor-
malities — you hear the speakers, not

— continued on page 20 . . .
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Synclavierlls

Music Printing Option

You Create!
Let Synclavier ll Do the Work.

New England Digital's computer music revoluticn continues
with Synclavier® 1I's sophisticated automatic Music Printing
Option. With this option, you can play any combination of notes
on Synclavier® |I's keyboard and then easily transfer those

s = s NoOtes to Syncla-

S | vier® {I's terminal for
editing. Once you
have finished edit-
ing, a simple touch
of a key on Syncla-
vier® |l's terminal
gives you a high
quality, hard copy
printout.

This amazing new
development elimi-
nates the drud-
gery of translating
your musical ideas
to paper. Now you
can concentrate on
your creativity and
let Synclavier® |l
take care of the paperwork. Again, like all of New England
Digital's products, it could not be easier to operate.

After playing a piece of music on Synclavier® || and storing it
in its 16-track digitai recorder, you may select which track or
tracks you wish to print. To insure rhythmic resciution while
playing, the system is adjustable to capture notes from 64th
notes to any greater value.

Following a simple software menu provided by New England
Digital, you can quickly edit the notes, change clefs, key
signatures and keys of the instruments, and even change the
resolution of the origina! rhythm.

Synclavier® II's Music Printing Option may be added to any
Synclavier® 1i. It can be used to print out lead sheets (complete
with lyrics), piano music (shown below), orchestral scores, and
individual parts.

The Sample-to-Disk Option and the Music Printing Option
are, again, examples of New England Digital's extraordinary
ability to provide new enhancements and exciting options for
the Synclavier® I system.

When you purchase a Synclavier® I, you'll never be stuck
with today’s technology tomorrow. Synclavier® Il offers the
ability to be upgraded and expanded year after year and to re-
main state-of-the-art indefinitely.

Synclavier® |l digital music systems start at $13,750.00.

Don't forget to inquire about our line of business software for
your studio and personal use.

Synclavier® I's Instruction Manual

Available now. Complete and descriptive text, with
diagrams. explaining, step by step, how to operate tre
Synclavier® Il real time system and terminal suppcrt
option. You owe it 10 yourselt to keep pace with the
tuture of music. Send $50.00 (USA & Canada) or
$60.00 (elsewhere) to receive your postpaid copy.

30-minute, long aning demo records are available for
$2.50 (USA & Canada) or $6.00 (elsewhere).

For more information, a personal demonstration, or the
name of your nearest representative, please call or write:
Department 39
New England Digital Corp.
Box 546
White River Jct., Vt. 05001
802-295-5800

N
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Why buy two ordinary mixers
when you can have one exceptional Ramsa?

The Ramsa WR-8112 is
a 12xAN2x1 * miner that
embodies a whole new
concept from Ramsa
one mixer that is not
only a high-performance
multitrack record ng
mixer, but also a high -
performance sound rein-
forcement mixer.

12 input x 4 group
output x Z master
output x 1 mono output

This virtually unheard
ot versatility is possible

because of innovat ve

Ramsa engineering. One
set of circuits actually
performs as two. Func-
tions [1ke stereo tape
monitoring are saitch-
able 1o become stereo

effects senas ‘or PA

PA ~on it sends can
De switcred o erf2Cis
senas for recors nz or
~ixgcwn. Ang nat’s
us: fer starters

The Rarsa WR-8..2

gves you tna fiex b t
of swiichable turnover



frequencies for high
and low EQ as well as
continuously variadle
frequency for the
midrange.

The metering is flexi-
ble and accurate w th
four 12-point peak-read-
ing LED meters. Thare
are selectors for group
outs 1 to 4, Left and
Right master outs, mono
master outs, monitor
send and solo mete-ing
for any channel.

The group output
levels can be internally
connected for either
—-10db or +4 db (nom-
inal) to interface with
either semiprofessional
or professional
equipment.

But perhaps the most
remarkable thing about
the WR-8112 is that it
offers the same clean,
transparent sound qual-
ity as our larger, fully
modular mixers, at a
more affordable price.

And if your needs are
strictly recording, we
recommend the highly
affordablz Ramsa
WR-8210.

So whether you are
recording, gigging,
doing A/Y production ar
anything in between,
why get two ordinary
mixers when you can et
one excedtional Ramsa.
The WR-8112.

For more information,
call (201: 348-7470.

Panasonic.
PROFESSIONAL ALDIO DIVISICN
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continued from page 16

the walls.

“Of course, if the whole room were an
anechoic chamber, vou'd go crazy, so
the rear wall is diffuse reflective, more
or less centered towards the mixirg
position. Not only does it recreate some
ambience, so that you don't put huge
amounts of reverb on the tape, it also
improves the sense of where sourds are
coming from in the stereo field.”

Arguments can be (and are) made
that such a ‘‘clinical’ environment
bears no relation to the outside world,
and that this concept is just another
room that a producer has to get used to
before his or her product will translate
well to the street. But Greene still feels iz

l

"\

s useful. “Of course it’s unrealistic;
every listening environment is. But
what this concept does is eliminate one
generation of listening error, which is
the almost random effect that a room
usually has.”

The Conversion Process

Normandy’'s old room was well-
respected for its accuracy, and it wasn'’t
an easy decision to rip it out and start
over again.

“I wasn’t unhappy with the old room,
to betotally honest,” Greene admits. ‘It
was ‘splashy,” so I tended to mix things
dry. Sterling Sound, who does most of
our disk mastering, commented at one
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point that our product was a little dry.
The room also had a hyper-preciseness
that was unnatural. It would tend todry
up the bottom, so that those tracks were
alwaystooseparate — it was hard to get
them to blend. We thought we should be
able to do a better job monitoring. If
vou’re secure in knowing that what
vou're hearing is what’s reallv there,
then you can make a good record, no
matter what your equipment is like.
We’'ve stressed that attitude ever since
we first opened as an 8-track. We were
comfortable with the old room, so going
with LEDE wasn’t a necessity for us,
but it was a good choice.

“When I was looking around for a
design, evervbody sent me to Don
Davis. [ had agreed with the theory for
years — it’s pretty hard toshoot holes in
— but it seemed that it might be so far
ahead of the real world that it might
turn out to be too exotic. We talked to the
folks who designed the [New York]
Record Plant, which is a great room, but
they seemed to play a lot of it by ear, and
I wanted a design I knew would work
right the first time. It was a little discou-
raging when I went toafew roomsinthe
area that were uncertified attempts at
LEDE, and they were total/ failures.

“What finally clinched it for me, how-
ever, was an interim step we took when
we removed the ceiling from the old
room, and just left the insulation and
the cloth covering hanging there — sort
of a Dead Top. I loved the mixes I found
myselfdoing, and [ realized this wasthe
way to go.”

Considering the amount of work that
had to go into the new control room, it
was done very fast — downtime was
about a month. DanZellman of Howard
Schwartz Studios, New York, an engi-
neer certified in LEDE design and mea-
surement, came up to the studio and did
the blueprints in a few days. Then, the
existing room was torn down to the out-
side walls, an asymmetrical outer shell
was put in, and the symmetrical room
was built inside of that. The carpentry
was handled by two local builders, Alan
Souza and Gary Fenster.

‘““Alan’s an artistic type,” offers
Greene. “Most carpenters in a studio
situation get blown out by the number of
intersecting odd angles they have to

Live-End/Dead-End is a trademark of
Synergetic Audio Concepts, San Juan
Capistrano, California.



That'’s what vou need tor the leng
haul, and with our 34 vou ge: what
-ou need. We listen to our oawnars
wnen we begin 1 new design.
« Fall size 10"z inch reels. Two speeds
53-T'2 IPS with Variable Speed Control
built-in
Full frequency resporse in Sync moce.
Fullv nrocular, adjustable and field raplace-
abe electronics.
Full dual process DX4D dbx* available—
monitor decoded plavback while recording.
Full dccumentation supplied with every
Se-ies 30 product, schematics, parts lists,
alignmert procedures, evervthirg vou
ne2d is included in the owner’s man.al.
At TASZAM we make tools, not tovs. After
the factory polish is long gone, our .nside
stery wzll still be going strong. Reliabality is
alvavs our bottom lme. We've maZe our
reputaton there the hard wav. We aarned
it. Wita the all new Series 30 Recorder
Reoroduicars (32, 34 and 38), we alsc have
some good news for vour bottor line.
Three cecades of experience building all
forms cf magnetic storage make it pcssible
for TASCAM to offer the impossiblz. 1¢85
technobogy at 1975 prices!

We make the broadest line in the indus-
trv. Fremr the MM-20 and the PCRTA-
ST_DIO ell the wav to the 85-16B an= M16,
T A TASCAM means business. Multitrack,

ASC M Multi-image and much more. Talk to vcur
TEAC Producion Prodwcts  dealer to get the rest of our inside stcry

COPYRIGHT 1982, TEAC CORP. OF AMERICA. 7733 TELEGRAPH ROAD. MONTEBELLO. ©A 99630
*dbx* IS THE RECISTERED TRADEMARK OF dbx. INC., NEWTON. »1A




Soundcraft
Series 1600
Recording Console

Here's the economical way 1o get into
24-track recording with famous Soundcraft
quality and features. The new Series 1600
Introductory Speciai console features 24
inputs, 24-track monitoring, 8 aux sends,
4-band semi-parametric £Q, patch bay,
meter bridge, floor stand and much more.
And, it costs less than $20,000!

To find out more about the new Series
1600 and the name of your nearest dealer
send in the coupon below today.

Soundcraft USA
20610 Manhattan Place  Suite 120
Torrance, CA 90501

(213) 328-2595
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LIVE-END/DEAD-END
ACOUSTICS

deal with. This guy loved what he was
doing, especially when things weren’t
rectangular. The blueprints were very
precise, so there wasn’'t much margin
for error.

“We started out with soft fiberglass on
the front walls, but it was a little too
anechoic for ourtaste — it soaked up too
much sound, and the whole room was a
few dB short on level. We replaced it
with harder stuff: a thin version of the
material they use to insulate boilers.”

The frame itself was heavily over-
built, with double-studding and two lay-
ers of sheet rock. “It’s got to be solid,”
Greene says. “If the walls move, it
defeats the whole purpose.”

Meanwhile, Bob Windsor, one of
Normandy’s engineers, was working on
the new wiring harness (along with the
control room, Normandy was puttingin
a new MCI JH-600 console and JH-24
multitrack). It took about 36 hours to
install completely the harness and
recording equipment after theroom was
finished. The final step was certification.

The Acid Test

“I'm not sure certification is abso-
lutely necessary,” says Greene, “but if
you’re going to go to all that trouble to
build it, you might as well go all the
way.n

Designer Dan Zellman spent a good
day checking out the room, and gave it
excellent marks. “He checks the sound
coming from the speakers, the acousti-
cal coupling with the room, the anechoic
‘hole’ following the initial blast, then
the first reflection and the diffusion.
Obviously you can’t get rid of all of the
uncontrolled sound, but the concept is
valid as long asit’s within certain specs,
which are pretty stringent,” says
Greene.

In spite of the good evaluation,
Greene noticed there were problems
with the finished room. “It was a little
short on the low-end. The kick drum
wasn’t reaching out well. On a hunch, I
removed the drivers from the UREI
813A’s we had putin, and replaced them
with our old Altec 604-8G’s. Even
though they were out of time-sync, it
cleared up the problem immediately.

“l was actually pretty upset. I had
ordered 813’s, which use essentially the
same drivers as our old Altecs, but by
the time we took delivery, UREI had
stopped shipping them and sent us
813A’s instead. The difference is that
the new speakers use ceramic magnets.
They’re alwaystalking about how great
they are, but the real reason is that
A1NiCo, which they used to use, got too
expensive.

“But the ceramic magnets have poor
low-end response, and they sound harsh
and strident. The speakers measure out
the same, but they sound totally differ-
ent.I had totake the horns offthe Altecs
and put the little blue UREI horns on

SHADED
AREAS SIGNIFY SOUND
INSULATION

STAIRS

$TUDIO

| LAYOUT OF LIVE-END/DEAD-END
| CONTROL ROOM

them, and I had to buy different cros-
sovers, because the ceramic magnets
are shorter, and therefore use a shorter
delay. Now they sound great. They're
about 2 dB less efficient, but I can deal
with that.*”

As one might expect, Greene is very
happy with his new room, and knows
why. “It doesn’t wear me out nearly as
much — I can work for along time now,”
he offers. “Since the speakers and the
room are all phase coherent, I don't
have to listen to phase distortion, which
is very fatiguing. I'm’'also working 7 or 8
dBsofter. I can hear things more clearly
atlower levels, which also helps tomake
it sound better on the street.

“I realized that the other room tended
to ‘smear’ the image, which had to do
with reflections off the ceiling. It was

*Garry Margolis, Sales Director of
UREI, comments as follows:

“We noted Mr. Green’s comments on
old versus new 813’s with interest. There
are a number of objective and subjective
differences between the old and new
coaxial drivers. The older AINiCo
magnet was subject to partial demag-
netization when hit by very heavy tran-
sients reproduced by a large power
amplifier. This demagnetization lowers
the mid-range response of the driver,
and, therefore, apparently increases the
bass response. The newer ceramic
magnet will not be demagnetized in
heavy use, and will retain its sound
character. The new drivers have a
crisper, tighter low-end, which may
seem light to someone accustomed to a
demagnetized A1NiCo driver. The mid-
range response of the new driver has
been considerably smoothed, and dis-
persion broadened, when compared to
the original system. The new horn
design uses slots to minimize the shad-
owing of mid-band response from the
cone, and utilizes a new diffraction
buffer and padding in the horn to reduce
reflections, improve dispersion, impe-
dance matching, and smooth the out-of-
band response. We are soliciting user
opinions regarding further improve-
ments to our monitors, and we appre-
ciate Mr. Green’s comments.”

. . . continued overleaf -
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20610 Manhattan Pl N -
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Live-End/Dead-End Acoustics

tough to hear small panpot adjust-
ments. Also, now that | have the new
speakers, the room sounds pretty much
the same over a wide range of seating
positions. Of course, you're limited by
the on-axis response of the tweeters, but
I think the room even compensates for
that a little.

“I always tend to listen on head-
phones before I let anything out, and
LEDE and cans aren't really too far
away from each other. You can’t really
get a good idea of bass on phones, how-
ever, and there’s no ambience. So this is
the best of headphone-type listening,
yet without the drawbacks.”

The new room has changed some of
Greene’s work habits. “Things that
sound really bad will drive you out of
your mind,” he concedes. ‘‘For example,
piano miking that used to sound fine
now sounds as if the piano is inside out.
You become hyper-aware of phase
anomalies. I find that I'm using a lot
more coincident-mike placements, and
paying a lot more attention to phase
coherency. I'm also taking more care
with mid-range EQ. I can hear the sub-
tleties better; of course, that has a lot to
do with the speakers as well as the room.
I’'m mixing wetter, and I’'m using the
wall monitors a little more than I used
to. The room makes very little difference
when you're near-field monitoring —

is custom designed . .

With an API

the choice s

the choice is yours.

With an API totally modular console by Datatronix, you
have unlimited flexibility in size and function. Each console
. each component individually
selected by you. After all, the choice

IS yours . . . you design the console to fit
your needs today and tomorrow. O For

modular console,

ments. As your needs change, so can the modular components.
our Plus ... each console may be prewired for expansion, so that
® you can easily expand your capability at minimum cost!
O The API console by Datatronix offers you the quality of
sound, performance, and flexibility you demand as a profes-
sional recording engineer. So call us today . . . and remember

Performance you can count on

example, you can choose
from five different, inter-
changeable, plug-in EQ
modules and an array of input and
auxiliary modules—all assembled into
a mainframe designed to your require-
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the primary reflection there is still off
the console itself — but I never liked
small console speakers anyway.
They’re only really effective in the mid-
range, and | have three different sets
that sound completely different.”

The new room has also necessitated
changes in monitor amplification.
Because of the reduced efficiency, the
old Spectro Acoustics 125 watt per
channel power amps werereplaced with
a Mcintosh Model 2500. An interme-
diate setup used UREI power amps, but
Greene found them short on headroom,
and the damping factor to be too high
for his speakers.

“The Altec-type woofers are made to
move around, and the UREI held the
cones too tightly,” he says. “The Mac is
transformer-coupled, and although it
has a high damping factor for that type
of amp, it’s a lot lower than a direct-
coupled amp. It's much nicer to listen
to.”

Reaction from Clients

Of course, the most important thingin
any studio improvement is how it
affects business, which is largely
determined by artists’ and producers’
reaction to the change.

“Billy Cobham’s not the kind of guy
who gets impressed with engineering
concepts like LEDE, but if he takes the
tape home and likes the way it sounds,
that’s cool,” says Greene. “If he doesn’t
like it, it’s not cool. All the rest of the
hype.doesn’t matter to him. But most of
our clients are long-term, and they’re
saying that our mixes are much better.
The new clients all like it too, even
though they don’t have our old room to
compare it to. But they do compare it,
very favorably, to other rooms they’ve
been in.

“The LEDE concept is so new that
even a lot of people in the engineering
end of the business aren’t that aware of
it, so vou can’t expect the creative people
to concern themselves with it for some
time vet. I think though, that artists and
producers will care more in the future,
and it will become a major issue.”

And at the bottom line, business for
Normandy is up. It will be a while before
the magic of a Billy Cobham record or
two will draw clientstothe studio,anda
lot of the increased business was booked
before the control-room conversion. But,
as Greene sayvs, “they won’t hurt.”

Greene figures that things will get
even better, and puts it in this perspec-
tive: “With the current economic cli-
mate, people want state-of-the-art
equipment with good personnel and
servicethat will cost them in the $100 to
$125 an hour range, which is where we
are. Fancy rooms will only be for estab-
lished superstars with huge recording
budgets. Otherwise, the record compan-
iesdon’t want to hear about paying $165
to $200 an hour.

“Our equipment is not vast and awe-
inspiring, but it all works, and you can
make records in the place. I think thatis
what’s going to make us successful.” ®
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nthe four yearsthey’ve been together, the team of Shelly Yakus and Jimmy lovine has collaborated with more
big-name acts than most other engineer/producer partnerships ever dream about. Stevie Nicks, Tom Petty,

BobSeger, Heart, and Dire Straits are just a few of theartists who recognize and request thisduo’s golden touch.

Ironically, Jimmy lovine started as Shelly’s assistant, but found the lure of producing irresistable. When
lovine needed an engineer for his first session with Patty Smith, he was too embarrassed to ask his former
mentor. If it hadn’t been for Record Plant owner Roy Cicala’s intervention, the two of them might never have
realized the potential in combining their separate talents — the formula for what Yakus claims is one of their
‘‘secrets for success.”

Totakeaninsidelook attheaudio end of this winning combination, R-e/pliterally had topry Shelly away from
a non-stop schedule of double-session days. What follows is a glimpse into his world of indefinitely specific

recording techniques, and Shelly Yakus' quest for the elusive “perfect sound.”

R-e ' p(Robert Carr): You've worked with
Jimmy lovine for most of the last four
years. Are your roles pretty well defined?
You're the engineer and he's the pro-
ducer? Or do the roles meld together?
Shelly Yakus: It's both. I would say
thatourroles are pretty well defined, but
weinteract whenit's necessary. Inother
words, | basically do what I should doas
an engineer to make our records sound
interesting. He does, as a producer,
what he should do to put me in the right
direction.

Jimmy used to engineer, so when we
mix he may sit down and get a basic
balance. Then I'll get a sound against
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that balance. As far as me producing, |
try not to. | make suggestions sometimes
about my feeling on a vocal perfor-
mance, or a track that might feel stiff.
But [ would mention it only if I felt that
Jimmy was too involved with other
situationsin the studio, like trying to get
the arrangements together.

R-e/p(Robert Carr): Why do you want to
keep your roles so distinct

Shelly Yakus: Because when two peo-
ple are good at what they do, there is
room for only one producer, and one
engineer with a little bit of interaction.
That seems to be the best way. You have

the artist who is usually a co-producer,
even though it's not on the credits. On
our albums, we try very hard to include
the artist in making the record. It’s their
record; it’s not our record.

They come to us, because they hear
other albums we’ve done and say, “Gee,
I wish my album could sound like that,”
or*bearranged likethat.” So, in orderto
get that sound, it’s not just the producer
and the engineer making a record.

I've worked with producers that come
in, and completely take over; the album
becomes him. That does work with cer-
tain groups. But the people we work
with have a very definite sound — Tom

Photography by Michael Jacobs



Beginning as a Nashville session musician
with a burning desire to be a producer, Larry
Butler watched and listened. His first break came
when he got a producer job with Capital Records
in Nashville. The first record he ever cut, with Jean
Shepard, was a hit. Since then he has cut over

50 gold and platinum records as producer for CBS,

Johnny Cash Productions, Tree International,
United Artists and now as an independent. His
recent relationship with a man named Kenny
Rogers, has produced hits like Lucille, She Believes
In Me and The Gambler. Larry won the Grammy
Award as proaucer of the yearin 1980.

ON DEVELOPING A STYLE

“"When | started producing, | was producing
like everykody in town. | started to produce a
record like Billy Sherrill would do it or ke Owen
Bradley would do it or whatever. And then one day
| listened to a lot of records | had done and |
thought ncw wait a minute. If somebody wants a
record that sounds like a Billy Sherrill record they
can go get the real thing. So | started producing
the way | wanted to produce. It was a great lesson
for me. It was a big turning point in my career. |
think that nobody is really going to sell or really
succeed until they reach that point where they're
putting themselves into it, instead of making a
copy of someone else's work”’

ON REACHING THE LISTENER

I'm a believer in the simplicity of a song.
| believe in laying something in somebody's lap
they don't have to search for mentally. I've said this
before, if a guy's driving home from work he's got
a million things on his mind. He's got to spank the
kids when he gets there. He's got a flat tire on the
way home. And through all of this there's a song
He's got his radio turned down kind of low and a
song cuts through all of that and he finds himself
humming along with it. When that happens you've
hit one in the upper decks'”

LARRY BUTLER |

ON TAPE.

Magnetic A/V Products Division/3M

“Scoteh” is aregistared trademark of 3M

ON KENNY ROGERS

“Kenny is such a univetsal name, such a
name. | try not to let any prejudice enter into
comments about Kenny because we've been so
close, but | guess he has to be the strongest
single male artist in the United States | can't think
of anybody that's reaching the mass of people that
he's reaching and | think it's unfair that people say
he’s the new Elvis. Well, there's never going to be
another Elvis. There's Elvis Presley. That's it. Forever.
But as far as sales, you might compare them”

ON KNOWING WHEN TO STOP

“I think the most common mistake for an
engineer and producer to make is maybe not
really realizing the take when they've gotten it.
Sometimes going too far because they're looking
for that emotion or magic. Sometimes you can
have it and not realize it. Sometimes you can have
maybe one guitar part that bothers you, so you go
ahead and do another take. Well, you have gone
by the one that had the feeling, the cne that had
the emotion”

ON TAPE

"l use the philosophy and theory of sur-
rounding myself with people who kncw what the
hell they're doing and letting them dc it. | let the
engineer do his job.

The only things I've heard them say about 3M
IS it's dependable, you can trust it, you don't have
to worry about it. When you're spending money
and you get good service you're not going anywhere
else. You're going to stay there with whoever it is.

I just know 3M has always been very, very
open forideas and suggestions. It's just like “money
making music’' Three M's. That's the way | think
of the tape, because it works and it sounds great”
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advanced-design S5115HT speaker system.

TERYTHING YOU HEAR IS TRUE.

Introducing the S5115HT 3- And the convenience of a The S5115HT. Because the
.. 4y, self-contained speaker sys- built-in passive crossover, plus the truth is, you need tomorrow’s
tem. A system with features that ability to accommodate the bi- or speaker system today.
are one step ahead of the others. tri-amplification needs of today’s Visit your Yamaha dealer or
Features like loudness com- sound systems. write us for more information.
bined with accuracy. The kind of And a system so complete Yamaha, Box 6600, Buena Park,
sharp definition and precise tran- and rugged that it can’t be beat. Or CA 90622. In Canada, Yamaha
sient response vital for modern beat up. Whether putting in thou- Canada Music Ltd,, 135 Milner
keyboards and the demanding sands of miles on the road, or Ave, Scarb,, Ont. M1S 3R1L.
standards of live sound turning out sound night after night
reinforcement. in the same spot.
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PRODUCTION VIEWPOINT:

Shelly;takas

Petty, Dire Straits, Bob Seger, and Ste-
vie Nicks, We see them as people, wri-
ters. and musicians, and make the per-
sonality in their music come across as
strong as possible .. . as strong as we
can get it out of a car radio speaker.

R-¢ p (Robert Carrr: Do vou., as the
engineer. enter a project during pre-
production, or do you meet the artist in
the studio on the first dav?

Shelly Yakus: I try to meet the artist
either the first or second meeting they
have with Jimmy — that's before pre-
production. We talk and get to know
each other a little bit; we may have
dinner or whatever. Sometimes Jimmy
will go to the pre-production, and I'll
stay working on the previous album. 1
might concentrate on overdubs with one
artist, while Jimmy is having dinner or
spending pre-production time after the
session with another. [ try to stay fresh
by not going, so the people we're |cur-
rentlv] working with still get 1009 |of
our attention].

R-¢ ' p: Since Jimmy primarily does all
the pre-production work with the group

“A good solid snare-drum sound will
stick through just about any overdub.”

onarrangements, and soon, how do you
prepare for a new session?

SY: After Jimmy's been through pre-
production, I try to find out what the
drummer is like; what the drums sound
like; how it was to work with them, and
what [ can expeet. I have a pretty good
picture before I walk into the studio if
somebody is sensitive about their instru-
ment. Sometimes a musician has his
favorite equipment, and a suggestion

“The sound of the whole album depends
on the drums, Shelly Yakus offers. “If you
start with a ‘little’ drum sound, how can you
get a big guitar sound without covering up
the drums in an instant? That means you
have to settle for a little guitar sound to
match the little drum sound. At that point,
you either put a little vocal on top or, if you
make it a big vocal, you've got a big vocal on
top of this tiny track, and it sounds like a
commercial; it’s ridiculous. So the drums are
critical, because the bigger the drum sound,
the bigger you can make the rest of the
record.

“A set of drums should be made, from top
to bottom, as big as possible. I'm talking
about getting the most distance in frequency
between the snare and the bass drum. [ don’t
mean tightening the snare way up, and
equalizing it really high. For the type of
music that Jimmy [ovine and [ record, we get
the bass drum tuned as low as possible
before it starts fo sound ‘flappy,’ but it still
sounds clear. The snare is tuned to the
range that’s right for the song, and that gives
us the most separation between the bass
drum and snare, as opposed to a disco
sound, where the snare sounds like the bass
drum. If you get that big distance, then the
vocal can go on top of that.

Bass Drum Pitch

“By placing the drum low in pitch, the bass
can go down there with it, which leaves the
whole mid-range of the record open. On the
other hand, if the bass drum is too high to
begin with, you have to push the bass guitar
up to meet the bass drum. That puts them
both close to the snare. As aresult the whole

DRUM MIKING CONCEPTS
AND RECORDING TECHNIQUES

sound gets smaller, and doesn't leave any
room for the guitars. But it’s tough to get the
bass drum tuned low, and still get punch out
of it. That’s why everybody tunes it up
higher. Try and get that sound with the bass
drum tuned low; that’s the trick.

“How do you get that distance? Years of
experience. Years of learning which mikes
work for cymbals; which overheads to use;
which snare mike to use; and which tom-tom
mikes. How to set up the kit in the room, and
whether to use arugor not. All these factors
contribute to the final overall sound.

“Drums are one of the toughest things to
record. [ thought | knew how to record Tom
Petty’s drummer, Stan Lynch; he's got a
great sound in the studio. But he'll go on the
road for three months, and have a different
sound when he comes back. Then [ have to
start all over. Drummers tend to get into
alternate playing styles on the road. They hit
the drums differently; they may not hit the
middle of the drum; or they might start
hitting the rim to make the drums loud. If a
drummer does that in the studio, there’s not
a lot of tone that comes out of the snare.
Sometimes you have to get the player to
angle the stick so they hit more head and less
rim. For a while I'couldn’t get enough tone
out of Stan’s snare. It sounded like the edge
of a pie plate!

Distance Miking
“We always mike the drums as far away as
we can, but we can only go so far before we
pick up too much cymbals. The average
distance is about one foot away from the
tom-toms. The closer the microphones are
placed to the toms, the muddier they sound;

about changing it is offensive. For
instance, Jimmy might tell me the
drummer really wants to use his own
drums. So we'll usually take a day to
work on all the drum sounds, and try to
cut something that night. We want to
givethe drummer the attention he needs
to get evervthing happening.

If it doesn’t work out, we'll suggest
that I go to the drum store or drum ren-
tal place with him, and pick out some
equipment together that might sound
better in the studio. At least that way
the drummer feels that he's tried his kit,
and thatitdidn't work in this particular
studio for the sound we wanted to get.

R-¢/p: Howe about room set-ups. Is that
left pretty much up to you?

SY: The set-up of the room is usually
discussed between us. Jimmy told me
that he wanted to cut Stevie Nicks| Bella
Donnal in the middle of the room, and
record the vocals live. That's really
tough: she’s standing 10 feet from the
drummer, with no gobos around her!

I've found that the more baffles we put
around the instuments, the deader they
sound, and we don’t want that. So. to get
alive-sounding recording, and still have
the vocal clean enough tousein the end,
was very difficult. We tried to pick mikes
that rejected leakage, and we also relied
on the volume of the instruments in the
room,

Oddly enough, the louder they are, the
less leakage vou get from other instru-
ments. In other words, if vou have two
guitar amps side by side — and some-
times we put them right next to each
other, against the wall facing out into
the studio, with a low divider between
them — voudon't get any leakage at all,
as long as the volumes are equal. If one
amp was lower in volume, yvou'd have
the other oneinitinasecond. But wetry
and keep the levelsin the studio as work-
able as possible.

The amps have got to be a certain
volume in order to sound right. You
can't ask the guy to turn it down. Al [
can ask is, “Turn it down until vou lose
the sound, and then bring it up a little
bit.” That gives him back his sound.
Now we have the sound he wants, atthe
lowest volume we can use.

Sometimes the player can get the
sound he wants at, let's say, 5. But if he
turns himampupto8, it may still be the
same sound, just louder. At 82 it may go
into some distortion, and a different
sound. If the same sound works at 5, I'll
take that. The difference hetween 5 and
8, or sometimes 5 and 6 on the amp,
causes a big bleed in the studio. So we're
always tryving to help the instruments
work at the bhest possible levels, to keep
the sound and the separation right.

R-e p: Wouldn't you cver use gobos to
isolate the drum tracks from the rest of
the basics?

SY: I can't remember ever putting
gobos around the drums. On the first
Tom Petty record[ Damn the Torpedoes),
we had some hard, reflective gobos in
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“I've worked with producers that come in, and completely take over; the album
becomes him. That does work with certain groups. But the people we work with
have a very definite sound.”

front of the drums to make the room a
little more live. But he wasn’t boxed in
on all the sides.

R-e. p: While working in the studio. I've
noticed that not using gohos allows the
harmonics of the instruments to marry
together fora rich. musical qualityv. But
as soon as the gobos went in. they
seemed to cut down some of the har-
monic content. and the instuments
didn’t blend well after that.

SY: They kill the high-end, and the

sounds don’t blend: gobos can actually
ruin the sound. We try to use retlective
ones rather than ones that deaden [the
sound]. We think of them as “dividers.”
rather than something that kills sound.
If the studio doesn’t have that kind of
dividers, we put a piece of plvwood on
both sides — that keeps the guitar
sounds bright and clear.

R-e/p: How do vou control leakage from
the bass guitar when vou record it live?
Don’t the low frequencies travel all over

the farther away, the clearer, until you get to
a point where the presence disappears. We
try to keep both heads on the drums, and
never mike them on the bottom. To avoid
cymbal leakage, we use one mike for two
tom-toms. That way we reduce the number
of open mikes on the kit. For some reason,
using a Neumann U87 on the toms gives a
very clear sound.

“We put one mike on the top two toms,
and another on the one or two floor toms
one mike between each pair, and each mike
on a separate track. Then we mix the
overhead mike in with those, and that brings
a little bit of the hi-hat. We also record the
high hat on a separate track, so we can have
control over its volume in the mix. Very
often, the hi-hat won’t be very loud when you
first record but, during the mix, it will get 20
times louder as soon as you touch the toms
with EQ. We combine the tracks, and try to
get the hi-hat as loud as we can in the basic
tracks, but still have it on a separate track to
add in during the mix if we need it.

PERCUSSION
BOOTH

@

DRUM MIKING CONCEPTS...continued —

BOOTH FOR ACOUSTIC GUITARS

“This is a good approach to recording the
hi-hat, because sometimes we need an extra
track. If we're lucky to have gotten the right
balance on the original drum tracks, we can
erase the solo hi-hat.

“I hardly ever place the bass drum mike
too far into the drum or alongits center axis.
It just doesn’t sound good. Usually, the
drums we use have some sort of a front skin
on it with the center cut out. We use that
front skin to hold the blanket inside, and
position the microphone right at the edge of
that head. Then we’ll move it around from
there. I've had instances wherel couldn’t get
the bass drum sound after trying everything.
So | asked the second to go out into the
studio, and with every bass drum hit he'd
move the mike to a different spot. Finally we
found the one that sounded right.

“If I find a drummer’s kit doesn’t give us
the sounds we need, I'll offer to go to the
drum store or instrument rental company
with him. We'll pick out three or four
different kinds of felt beaters, drum sticks

® U-a7 FET
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DRUM MIKING
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®

GUITAR:
WADDY WACHTEL

SESSIONS AT STUDIO 55
LOS ANGELES, 1982

GUITAR
DAVY JOHNSTONE

MD-441
BACKING
VOCALS

®

MD-421

U-47 FE

®

MRLLAARLAALAS

R-e/p 30 O June 1982

the floor?

SY: Right. We do put gobos around the
bass — we have to, because that bass
leakage runs along the floor and right
up through the bottom of the piano. So
when I sav we don’t use zobos, we don’t
use them in the sense that evervthing is
built into a little house.

R-e'p: You mentioned recording Stevie
Nickslivein the middle of the room. She
seems to have adelicate voice — more so
than Tom Petty. or Bob Seger. Do vou
record all the vocalists that wav?

SY: Wealso put Tom in the middle of the
room. We try not to put him in a booth,
either. It’'s uncomfortable to be closed in,
and still try to talk to the band. Even
though vou can communicate through a
mike, vou feel separate.

For “Hard Promises” we put two,
padded, seven-foot high gobos behind
him in a “V.” which stops the sound
that bounces off the back wall. The front
of the house 1s open, and we put a little
roof on it. We want him to feel he’s still
in the room with the rest of the group,
but we need some isolation to stop the
excess leakage. There's still some on the
mike: vou see it on the meter, and hear it,
butit’s down at a point where it doesn't
interfere.

Wedon't build any kind of house at all
for Stevie. For some reason. her vocal
mike [Sennheiser MD-441U| rejects the
room better. But that mike doesn’t
sound right for Tom. We use a Shure
SM-57 for him. His band is also louder
than Stevie's. She actually has the girls
singing out in the room with her; just
two background singers right beside
her. like they used to cut records vears
ago. It makes her “feeling” better
because she's actually standing rightin
front of the drummer, and all the other
musiciansare around. Theyv all haveeve
contact. and 1t starts to rock in that
room.

R-e/p:Sortoflikeapartv.then. Whvthe
Sennheiser 441 for Stevie's vocal?

SY: It's a mike that she uses live, and
found that it worked well for her with
Fleetwood Mac. She told me when we
first started working together that she
really feels comfortable using that vocal
mike. [ had never used it that way
betore. It worked great.

- continued overleaf



POWER. PRECISION.

Build yourself a stronger reputation by selecting the
unique flexibility and professional performance of two
new Crown power amps: the PS-400 or the PS-200.

Choose only the special, low-cost options you need:
plug-in balanced input, active or passive; 70-volt trans-
former; dual fans. Install them easily, quickly, anytime, in
any combination — thanks to the fresh, innovative design
of these amps.

Built-in features make these amps the first choice of
professionals: instant mono/stereo conversion, terminal
strip connectors plus phone jacks, IOC™ and signal-
present indicators, low-frequency protection, and much
more.

Select the power level you need. For full-time, reliable
performance, both amps are built in the best Crown tra-
dition. PS-200 rated (FTC) at 135 watts per channel into

PS-200

s ©crown.

...WHEN YOU'RE READY FOR REAL!

4 ohms, PS-400 at 260. Mono ratings into 8 ohms are
270 watts (PS-200) and 520 (PS-400).

Introduce yourself to the new Crown MULTI-MODE™
output circuit, a new, three-deep design that eliminates
audible distortion, and introduces a degree of precision
sound reproduction that will delight performers and
audiences.

Complete information on specifications and prices, for
the amps and the optional accessories, is now available
from Crown. For quick action, simply fill in the blanks be-
low and send this corner of the ad to Crown.

Name

Address
City

State

PS-400

1718 W. Mishawaka Rd., Elkhart, IN 46517, (219) 294-5571
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R-¢/p: One song from Bella Donna, “"Kind
of Woman.” has a smoothness to her
votce ... almost like an airbursh effect
on a photograph.

SY: That's called Sexy. That's how she
sings the song — it's own her voice. |
didn’t really doanything toit; we helped
it sound as clear as it could without tak-
ing that quality away. [ remember that

during the mix I tried to
make her voice sound so
clear that the whole
essence of the song
disappeared. We had to
go back to the basic
sound and start again
As a matter of fact, an
engineer by the name of Don Smith had
a lot to do with the entire album, in
terms of his mixing and suggestions
about effects. We mixed “Kind of
Woman,” “Stop Draggin® My Heart
Around,” and “Outside the Rain,” in a
different studio [Goodnight LA, lLos
Angeles| than we did some of the other
tracks |[Rhumbo Recorders, Canoga

he’s comfortable playing, cymbals, and a
bunch of heads. We used what are called
‘Pin-stripe’ heads on Stan’s tom-toms. His
toms are very live shells, and | thought we
had come up with the wheel when we put
those heads on his drums. They sounded
like the biggest tom-toms we ever heard.
Then | tried them on the next drummer |
worked with, and they didn’t work at all. [ felt
like a jerk, because | told him how amazing

DRUM MIKING CONCEPTS...continued —

TOM PETTY SESSIONS
AT SOUND CITY, VAN NUYS

DRUM MIKING
OVER-HEADS: U87's
SNARE SM-57
BASS. MD-341
TOMS- U87s

they were. But they were terrible for his set.

Bass Drum/Guitar Interaction

“Another major relationship to consider is
the interaction between the bass drum and
bass guitar. We put a lot of strange effects on
the bass drum for Dire Straits ‘Skateaway,’
on the Making Movies album. Oddly
enough, the effects actually made it easier to
... continued overleaf —
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Park, Californial. Those songs had
more of that quality in the vocal. One of
the reasons they came out like that was
that the monitor speakers were brighter
than we were used to. I didn’t use as
much top-end as | would have at
another studio, and it kept her voice
warm and full.

[ usually use a UREI LA-2A [limiter]
and a Pultec [tube equalizer] on the
vocal. For some reason, it didn’t sound
right, so Don [Smith] suggested using a
Neve limiter in the board. [ think we
either took the Pultec out, or changed
the setting on it to less high-end, and
thatenhanced the sound. But, primarily,
that’s her voice. I don’t remember the
settings, because I'm not familiar with
the limiters, and Don knows the console
so well. But that setting wouldn’t work
for another vocal. That's what I find
about a lot of the equipment we work
with. If we used the same setting on
“After The Glitter Fades,” or “Stop
Draggin’ My Heart Around.” it would
sound too thin, and too clear. We'd have
to find a different setting with another
limiter.

R-¢/p: Do you usually carry equipment
with vou when yvou go from studio to
studio?

SY: I have three mikes: two441's — one
sounds completely different than the
other — one I use for vocals and one for
bass drum; and a 57 that I used on
Damn the Torpedoes. 1 liked the snare
sound so much that I bought the mike
from the studio.

No matter what the company says, all
microphones of the same brand and
model don’t sound the same. You can
put up five 57’s, and they'll all sound
different. You might put up six and find
two that sound the same.

There's also a big variation between
Neumann U-87's. And, asthe Neumann
47-FET's are getting older, there's get-
ting to be big differences there, too.
When the 47-FET mikes were all new,
they were pretty similar. But as they
age, the variations are showing up as
“brightness,,” “dullness,” “boxiness,”
“clearness,” “thinness,” and so on.

When we're looking for a vocal sound,
we put up so many mikes it looks like a
press conference! If it’'s an artist we've
never worked with before, we’ll put up
about seven microphones. During three
minutes of one song, he might sing a
couple of lines on each mike until we
find one that matches his voice; kind of
like tailoring a suit.

We'd probably try two 47’s, two 87’s,
maybe a67|all Neumanns]|, aSennheiser
421 and a 141. We've found that the 47-
FET works best for most vocals. But,
then again, if vou go into a very bright,
clear studio that has a hard wood floor,
that mike could be foo bright. Then we'd
havetogotoagood-sounding 87 ora67.
You have to balance the mike choice
with the room and the artist.

As we get to know the artist better,
there’s no need for so many mikes,
unless the studiois new to us. With Tom



Expand the limits of your cur-
rent tape-based automation
system. After all, your multi-
track was designed to record
music, not data.

Diskmix not only stores
more automation data (multi-
ple mixes) on DSDD floppy
discs, but also facilitates poff-
line editing and merging of
mixes, and adds keyboard
control of automated console
parameters in a SMPTE time
code-based system. And
Diskmix can be interfaced
with any console equipped
with MCl1, valley People
(Allison) or Sound Workshop
automation.

DISKMIX™

What automation did for the
recording console, Diskmix
does for automation.

By Sound Workshop Professional Audio Products, Inc.
1324 Motor Parkway, Hauppauge, New York 11788 510-582-0210 Telex 6049230
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Petty’s second album, I put up three
47's, beeause | knew that’s what sounds
best on his voice for overdubs: 1 just
didn’t know which one would sound the
best at that studio.

A rock'n’roll-sounding voice is more
difficult to record. If you have a mike
that's “raspy’ sounding. or rough
sounding, you can't put that together
with a raspy voice: it's a real bad combi-
nation. You need a choice that’s going to
counteract what his or her voice sounds
like at the time. You can usually find
that characteristic within the same type
of mikes, such as from one 47 to another.
One will accent what we don’t like on
the vocal, and the other will compliment
the vocal.

R-¢’p: You sound like vou would prefer
to go for very little EQ. I assume that
most settings would be fairly flat then?
SY: Right. We use very little EQ: some-
times we don’t use any. In the mix, we
always have to EQ the vocal to get it
over the track. Very often when we do
the vocal overdubs, the track isn't fin-
ished vet, and it'shard to know what the
sound should be. If ] EQ the voice a cer-
tain way on the basic track, [ might not
be able to alter that EQ when we get to
the mix.

R-e/p: Would you ever record a couple of
contrasting vocal tracks at the same
time on two separate tracks using two
different mikes?

SY: I did something similar to that.
Tom Petty's vocal sound was wrong on
the chorusof A Womanin Love.” so we
used a 47-FET for the verse to make it
clearsounding, and an 87 for the bridge.

R-¢ p: You mentioned vou also carry
some outhoard gear with you from stu-
dio to studio . . .

SY: ... we have acouple of Pultees, and
about 15 API 560 graphics. API just
started making them before they went
out of business, and they're super live.
And two UREI 1176 limiters that are
especially clear sounding. We rent the
equipment from a company in New
York that gives us a good rate; it's
always the same pieces.

R-e¢/p: Are there any instruments that
vou tend to limit most of the time?
SY:Jimmy and [ do have a sound. but
we try not to get locked into a formula. |
remember mixing albums where the
bass on the album was only limited
when it was recorded, and not limited
when it was mixed. Usually a hass gets
limited twice to get it to work. [
remember that on the Patty Smith
Faster album, the bass just sounded bet-
ter not being limited.

Generally I'll put a limiter on one of
two guitar mikes — the close mike to

hear the bass and bass drum.

“The bass guitar and bass drum are on the
same plane in terms of presence, and
sometimes that presents a problem. When
they play at the same time, the combination
of the two makes a sound which, in that
instance, can be a great sound; there’s a lot
of power in those two instruments hitting at
the same time. Other times though, the bass
drum plays in between the bass guitar, and
the bass drum, it won't stand up. It may be a
duddy, boring sound. For instance: on
‘Skateaway,” we put an effect on the kick,
and the bass drum moved to a different
plane than the bass. The presence in the
bass drum changed so you could distinguish
between the two. The effect actually did
make the two instruments work better than
if the effect wasn’t there.

“As a result, the drums on ‘Skateaway’
sound like they were recorded on a manhole
cover on Fifth Avenue between two build-
ings. The sound was achieved with digital
delay, some echo, and some tape delay.
What we didn’t expect, but which sounded
great, was that the tom-toms came out
spinning: the drummer hits the tom, and it
sounds like it’s going end over end. Initially, it
was the bass drum that we put through that
effect, and then the bass drum and snare.
The effect was a DDL, echo, and DDL
repeating on itself, but we smoothed it out
with echo so you couldn’t hear that. It was
really a nasty noise by itself.

“A bass guitar taken direct is a very dead
sound. But once you add a mike to it, the

DRUM MIKING CONCEPTS... continued —

sound is livened up with some added
presence. Similarly, if we put too much
blanket inside the bass drum to stop the
head from ringing, it makes the kick dead,
and brings it up to the same presence as the
bass guitar recorded direct. At that point
you can lose the bass drum. We try to get the
kick semi-live to create the right combin-
ation of bass and bass drum, so that the two
remain more separate and distinct.
“Besides what I've said already, | can't give
you too many specifics. Jimmy and | record
differently every time; we use the same
mikes, but the procedure varies. It depends
on theideas | get when I walk in to the studio.
“Let me use our recent session at the
Power Station in New York as an example.
We put the drums in a live room, and they
just disappeared in all the room sound. Since
they have a piano room — a room with a
peaked ceiling, hardwood floor, no rug, and
glass doors opening into the main room —
we put the drums in there, opened up the
glass doors, and let the sound come out into
the big room. Now, the Power Station has
mikes mounted in the ceiling that go up and
down on a motorized switch; the engineer
can get any height he wants. We dialed a
height we liked. In this case, that tightness in
the piano room worked for the drums, yet
we had the main room sound on additional
tracks that we could combine with the drum
sound to get the best combination of both. In
other studios we do it differently. There are
no absolutes — just some ideas and your
ears.” : nsa

R-e/p 34 O June 1982

keep it “full” sounding. Then I add the
straight room mike to it. [ like to use a
dbx 160 [compressor-limiter| on the bass
guitar direct, and not limit the live or
amp mike. We record those on separate
channels, and blend them during the
mix . .. we fool around with the combi-
nation we want later. I would say the
vocal alwavs gets limited.

R-e/p: It couldn’t be very much?
SY:No. We use a lot of equipment when
we mix, but we don't use much of any
one piece.

R-e/p: I could tell there were effects on
instuments, but I couldn’t really hear
them.

SY: We try to make the effect a part of
the music. Jimmy and [ bring our own
pair of little ROR speakers | made by
ROR Audio Research, New York City]
that helps us with the balance of the
effects and sound sources. We have two
of the first few ROR’s that were made.
They are the same size as Auratones
—only one speaker — but they sound
very different and, for us, thev're more
accurate.

What vou can't hear on any small
speaker is low bass, and the mid-range
is usually louder than it should be.
Which makes vou think vou have tons of
guitars in the mix. But, when you throw
the track up on the big speakers, the
guitars go right back into the mix. You
have a lot more drums and vocal than
you thought, because of that mid-range
spike those speakers tend to have. Or
sometimes they're so bright that vou
don’t use enough equalization. Then,
when you leave the studio, you don't
have anything but mush!

[ don’t have those problems with the
ROR’s; they're very smooth in the mid-
range. They make vou push parts up
louder, rather than put EQ on them. |
push the instrument louder. and then
put EQ on it to make it sound right,
rather than equalizing it first, which is
standard procedure with other little
speakers.

R-¢/p: When we were planning to get
together for this interview. you told me
you were going from studio to studio try-
ing out speakers. Are vou a speaker
Junkie?

SY:[Laughter| Wedon't like doing all of
our projects in one studio, because it
helps make the album sound more inter-
esting |if we change recording venue].
We might do the tracks and some of the
overdubs in one place. and then go
somewhere else to finish the album.
Changing studios at a certain point in
the album freshens evervbody up. You
don’t get locked into being in the same
room all thetime — that feeling of being
in a rut.

We also don’t like to mix on the same
console we record on. Most consoles
don’t have parametric EQ, so you're
locked in to using those frequencies that
vou feel most comfortable with. If the
choices are 1.8 kHz. 3.5 kHz, 5 kHz, and
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Ed Greene chose Auditronics’ stretch 750
for his mobile TV production center... here’s why!

“First. in addition to all the features | need for multi-track re-
cording. | felt this console was the only one properly equipped for TV
production.”

“Seconc, Auditronics’ transformer circuit design with state-of
the-art transformer-less specs has the transient response and distortion-
free sound | need for the digital decade of the eighties.”

“Third. when I'm working live. thera's no second chance. With
Auditronics reliability. | know everything's going to be right the first time.

If you'd like to know more about why Ed Greene and other
world-class mixers prefer Auditronics consoles for recording and post:
production, circle reader service number or contact us at

Greene-Crowe mobile TV productio wer

auditronics inc.
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More time on your hands
from MXR.

Providing extended delay times at an
aftordable price, the new MXR Model 151
Detay System Il gives you over three full
seconds of delay (three times that of simi-
larly-priced digital devices). Specifically,
the Detay System |l can offer you up to
800 milliseconds of elean, quiet delay at+

a full 16 kHz bandwidth (aver 200 millisec-
onds more than the closest competitor).

As a digital recorder, the Delay System II's
exceptional-memory-capability lets you-
capture entire musical phrases or obtain

a wide variety of dynamic and musical
studio-guality effects from flanging and
chorus 1o echo and doubling in one rugged
package. '

And it's-easy to use in real time. The large
front panel—ang simple control format make
it a snap to quickly select from-a vast range
of time delay effects. The Delay System Il's
high-resolution four digit readout displays.
the precise amount of delay and the band-
width is.indicated by LED’s; so there's no
“squinting & thinking” to find out exactly
where youare. Level-indicating LED’s let
you set upthe optimum leve| in secorids.

The Delay System Il fitStight into yourTack,
looks greatandprovides clean, noise-free
perfofffiance: A 1evel switth 7§ provided o
optimize signal-to-noise for professional/
home recording and onstage applications.
The Delay System Il alsg features easy.
aceess‘with-both XLR and phone jack
connectors (inputs and outputs) on the
rear panel for instant interfacing with your
patch bay: =
MXR-Delay System-H—More'timt on your
hands and more ways to use it as a creative
toot on stage and in the studio. Hand-
assembled in the U.S.A. with the finest

componeéts-avaitable in-a comipact, easy-

to-use rack-mountable package.

Professional

MXR Products Group

MXR Innovations; Inc.-

740 Driving Park Avenue

Rochester, New York 14613
(z716)£54=291,0
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7.5 kHz, every engineer has his favorite
EQ point for a particular instrument.
Let’s say you pick 3.5 klz for a guitar.
When you mix that guitar through the
same board again, vou're probably
going to pick 3.5 again. It's a natural
thing to do, but you don't want to do
that, because you've already equalized
it there.

I'd rather take the track to another
console with different EQ points. Even
if it says 3.5 on it, it's a completely
different 3.5 — the bandwidth is not the
same. When you add that, the sound
comes alive, Instead ofiequalizing every-
thing narrow twice at 3.5, you're adding
EQonceat3.5 and maybe 4.8 kllzon the
other board, or 3 kHz even. You touch
that equalization, and it brings out a
different part of the sound that you're
trying to get.

Even if you have a parametric, the
sound tends to get small sometimes
when you're re-equalizing in the same
place. The speakers dictate where you're
going to put that equalization. If the
speakers are deficient in a certain area,
or the room is lacking in a certain area
and causes you to got for a particular
EQ, it may or may not be right. That's
why moving works the best for us.

R-e/p: Doesn’t changing studios make
the job more difficult for vou? You, espe-

cially. have to absorb so many changes
so fast?

SY: It's very difficult, but the seconds
that I work with make it a lot easier.
And it's worthitin terms of the outcome
of the album. It really is. Sometimes we
walk into a studio, and that sound
doesn’t happen. Then we leave.

First of all, the problem with using a
few different studios is that I worked in
one studio — the Record Plant in New
York; usually studio B — for 10 years,
and three years before that at A&R. I
don’t see myself as an independent
engineer, so l have to try harder when |
g0 into a new room.

When Jimmy and I started working
together, we got the opportunity to do
Tom Petty, but we had to come out here
to LA to live. We never saw the studio
before, and it was hard to get the right
bass sounds, and what we wanted in
certain areas. Every room has perculi-

arities, and knowing about them makes
it easier. We couldn’t get the rough
mixes to come out finished sounding
there; we'd always end up with too much
drums, and not enough guitars.

Now especially with Tom’s band, the
balance of the instruments is crucial;
the track will actually appear to change
tempo with the wrong balance. If the
guitars aren't loud enough, and the
track is drum heavy, the song seems to
slow down. I can’t explain why that is,
but it just happened to us the other night
in the studio. I even checked the speed of
the machine, becausel thought the tape
was running slow.

In any case, we went to Cherokee|Los
Angeles], where we found we could bal-
ance the tape the way it should be. They
had a Trident A-Range, whichis a great
board. We recorded on an older Neve
console and a Studer machine, which is
also a great combination. But we fin-
ished the record at Cherokee.

The next project we got was Dire
Straits, and we cut it at Power Stationin
New York. That was touchy, because |
was vice-president of Record Plant at
the time. Jimmy and I made a terrific
record at Power Station, though. We had
worked at the Plant for so long that we

wanted to try something new. That was
the beginning of us going from studio to
studio. It gave us the confidence to walk
into a new room and make it work.
The biggest problem now is getting
the monitors to sound the way we'’re

used to hearing them. Everybody’s
monitor system has a completely unique
sound. But we have to be able to hear a
certain way to do what we do. I have a
reference tape of one of Tom Petty’s
songs — “Don’t Do Me Like That” —
which is simple instrumentally and
frequency-wise. [ hear it in terms of bot-
tom, middle and top, rather than a lot of
parts going on. It's got a definite bot-
tom, middle andtoprangeratherthana
wall of sound, even though it ends up
being very musical on the radio.

We play that tape in the control room,
and if the speakers are not what we're
used to, this song shows up the differen-
ces in a second. Then we ask the studio
owner if we can put our graphics on
their monitor system, and tailor the
speakers to Tom’s song. Once we have
this song sounding like the day we
mixed it, we play another song that has
its own characteristics, using the same
monitor EQ toseeif the settings hold up.
If they don’t, we trim them a little bit so
both songs sound right. Then we have a

monitor system we can hear on.
Oncein a while we get fooled, because
occasionally there are very narrow mid-
range peaks on the speakers that can’t
be detected until you do a rough mix,
take it out to another studio, and find
there are no guitars! The mid-range
instantly pushes the guitars right out.
You think you have enough, but you
really should have pushed them up
further. So, to avoid that problem, after
the first day in a new studio we always
take what we did to another studio and
listen. We buy time for an hour and
listen on any speakers for anything that
might show up. That way we can correct
what's wrong before it’s too late.

R-e/p: Being so busy, how do you stay
up on all the new equipment? Or does
the gear just seem to find you?

SY: Any time a producer or engineer

has hits, and becomes popular, he
becomesthe center of the market for try-
ing new equipment. But it’s rare that |
like a piece of new equipment. This is
one of my beefs about the industry.

For instance: a company comes out
with a great sounding limiter. Then a
few vears later, after they've sold tons of
them, they announce that they’re not
going to make it anymore; they're going
to come out with their new model. They
say it's the same as the previous model,
but they’veimproved it and changed the
serial number. A lot of times they've just
figured out how to make it cheaper. And
it usually sounds awful.

There are some people who can design
great-sounding equipment but, gener-
ally speaking, there are more thatcan’t.
The guy that bothers me is the one who
wears a suit, designs the piece on paper
at a desk, and never goes near a studio.
He comes out with this piece of equip-
ment that’s supposed to revolutionize
the recording industry in terms of limit-
ing or KQ. I can’t figure out if they
believe it’s great, or if they market it
with the hope that someone will buy it.

The whole business is going towards
digital which, to me, is a cold-sounding
medium. A lot of the new boards that are
coming out now suck, and you can quote
me on that. Any board, except for Neve,
that comes out with a gain control on
the board for a pre-amp, and has no 10
dB pad, is garbage. It won’t work for
rock and roll. The board sounds cold . ..
one-dimensional . . . flat.

Listen to Tom Petty’s album, Damn
the Torpedoes. People have told me the
album sounds three-dimensional from
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front to back, not just flat across. I used
a Trident A-Range console for that pro-
ject; it has that deep, full, clear sound.
When I mixed that with Tom, [ looked at
the speakers and said, “Tom, I can see
you on the stage. I can see Stan|l.ynch,
drummer| behind you.” That board
allows that to happen. A Neve desk has
that same depth. The fact that the busi-
ness is going towards a colder medium
shows me that a lot of people out there
have no taste at all.

R-e/p: Do you think that maybe some
manufacturers are striving for techno-
logically excellent specs, and missing
the intangible of a pleasing sound?
SY: That’s right, and you can’t do that.
The radios in cars are getting like that,
too. But that’s alright as long as the
music you play through it has some
depth toit. The trouble comes when you
play something that’s been done on one
of these new boards that sound one-
dimensional — just flat, like looking ata
piece of paper. You put those togetherin
combination with digital recording, and
you’ve got something that sounds like it
was recorded by my dog.

Typically, you sit at one of these con-
soles, open up the pre-amp gain, and as
soon as you move the knob, the snare
drum is hitting zero or +3 on the VU.
Now a board is not supposed to have
that much gain in it, and still be clean.
It’s not clean; it sounds awful. I'm work-
ing on one of these boards now. The
sound doesn’t become “the sound’ until
the pre-amp is opened up to a certain
point. I’ve put the fader up to the top of
the board, left the pre-amp as low as it
will go, and gotten a zero VU reading on
a snare drum. When I pulled the fader
down, and increased ‘he pre-amp gain,
and kept the meter at zero, | heard the
sound change radically as the pre-amp
opened up. It became fuller sounding
until the pre-amp was open to the point
where it broke up.

I haveto run my fader up to the top of
the board, and the pre-amp almost off in
order to keep the console clean. If the
guy starts playing the drums harder,
the board starts breaking up. Where do
you go from there? Your only choiceis a
20-dB pad, which knocks the heck out of
the sound completely; it’s an awful
sounding pad. And 20 dB is fine for live,
but too much for the studio.

It’s so aggravating. I had someone
design some pads for me. A lot of the
pads make the sound “boxy” — evi-
dently it’'s a mismatch with the board.
I’ve gotten into putting a 10-dB mike
pad (15 dB for bass drum) out in the
room between the mike and the wall
connector, which knocks down the level
before it comes into the board. That
makes the consoles work, but barely.

The board is usually so‘clear’” sound-
ing that you think thesoundisok. Then
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“Some people say, ‘Just throw a limiter onit.’ You can’t put a limiter on a bad sound.
It just makes it worse . . . it just makes the bad sound limited.”

vou realize that the sound was actually
overloaded when you originally recorded
it. One or two overdubs covers up the
snare, which a good board is not sup-
posed to do. A good solid snare-drum
sound will stick through just about any
overdub.

Yet the boards don't really go into
complete distortion. They just get
“small” sounding without the pads on
it. You think that’s how it sounds in the
room until you go out and hear this
screaming guitar. You go back into the
control room, and find it sounds like a
wimp. But as soon as I put the pads on,
the guitar takes six paces forward in the
monitor; it comes right out and sits in
our laps. And all because I cleaned up
the sound before it went into the board.

The EQ on some of these boards is
another peeve. Just touch it right off the
mark, and you have more EQ than you
can possibly handle. You can't make
records like that. I learned from Roy
Cicala and Phil Ramone about going
out into the room, and moving the mike
to get the sound before you touch the
EQ. Get the instrument to sound the
way you and the player want it to sound
in the room; move your mikes around
until you capture that. Then use a little
EQ, and limit it if you need to.

So many people say, “Just throw a
limiter onit.” You can’t put a limiter on
a bad sound. It just makes it worse . . . it
makes the bad sound limited [laughter].

I like a lot of tube equipment, yet the
API equipment is not tube. I'm not
going to get locked into saying [ wish |
had a tube hoard, or all-tube limiters, or
whatever, but I wish I had more equip-
ment that sounded that way. I would
like to see them come out with more con-
soles that have feeling. 1 don't mind if a
console colors the sound, as long as it's
the right color!

R-e/p: How did you get some specific
soundson the Stevie Nicks BellaDonna
album? The piano on “Leather and
Lace” issucha “round” sound — almost
like a glass bulb.

SY: That’s a Rhodes. It's just the way
that the piano and [keyboardist] Roy
Bittan sounds. We're very lucky to work
with the players we have on the dates.
They have great sounds, and their touch
on the instruments is just right. What |
have to do is capture that sound in the
framework of the song we'retrying todo
But, to be honest, Jimmy recorded it
when I wasinNew York. Theydoalotto
help me to look good!

R-¢/p: The background vocals to “Bella
Donna” have a “swirling” effect to
them. How was that achieved?

SY: There was a lot of overdubbed voi-
ces that helped make that sound. We
used an AMS DDL, which is terrific. We
used a different time length on both

sides, and that helped the swirling
sound. Then we used a little tape delay,
and probably sent echo from the tape
delay.

R-¢ p: But you don't really hear any of
that detailed effect?

SY:No, wehideit. What wetry and dois
not to have the effect stick out, but
rather to make it become part of the
sound so the listener thinks that it’s a
sound. You can only hear so many
things going on at one time. It gets so
confusing, and ““Bella Donna” issuch a
beautiful song. Jimmy figures out how
to arrange the song, and make it the
strongest possible presentation. Then |
try to figure how to take that and make
it sound strong.

R-¢/p: How about the piano sounds on
“Bella Donna'?

SY: That's Bill Elliott. Oddly enough,
that’s the most straight-ahead piano
sound on the album. Depending on the
register the part is played in, and the
miking techniques, certain ranges in
the piano are brought out more than
others. Every song is a little different,
because each player plays in a different
register. He may happen to hit the regis-
ter where the piano “speaks” best, or he
may not.

[ use two mikes on the piano.I haveto
move the position of the high mike,
depending on where he’s playing with
his right hand. When I just happen to
find the right spot, it only takes moving
the mike just an inch, and it'll change
the sound drastically.

It just happened that on “Rella
Donna,” the range he needed for the
song was the best range for the piano. |
had the mikes in the right place, and the
EQ I was using brought it alive. The
song hefore may have sounded awful on
the piano, but when he switched to this
song, the piano just jumped out of the
speaker.

Alot of the sounds you hear on records
are not due to the fact that we use some
amazing EQ, or anything else. We just
go for the most honest and full sound
and, doing that, when the right combin-
ation of mikes and player and part
happens, it really comes through.

The best example of that{approach]is
the bass drum sound on *“*Here Comes
My Girl,” from Tom Petty’s record.
When you get a good sound, you can
visualize it. It's there. Boom. This one
came out of the speaker, across the
board. And this was the same setting [
had for the other bass-drum parts. On
the record, that track stuck way out. [t's
the same thing with the piano. It’s not
always me; sometimes it is, but not
always. Sometimes it has to do with the
conditions in the room. It's very difficult
to make records. If it was easy, every-
body’d be doing it. [T T



10 (0 1 you'll like ours!?

Every studio needs a $1,000 microphone.
it tells everyone you’re serious about good sound,
and it impresses the talent.

But when the session gets under way, all that
counts is resulis. Not price tags. And judged only
by what you hear, the new AT813 Unidirectional
Electret Condenser from Audio-Technica is going
to truly impress you...at about 1/10 the cost you
might expect.

Recently a recording engineering class at a
major university made simultaneous multi-track
tapes comparing our AT813 side-by-side with
some of the best microphones money can buy. The
informed and critical students did the judging.

Surprisingly, in many cases they couldn'i find a
nickel's worth of difference. And some preterred the
AT813 sound to the expensive competition.

You may agree with these student engineers
when you hear the AT813. Or you may not.
But at these odds, you can't afford to overlook us.
And for new studios just getting underway, who
can't afford a roomful of top-dollar microphcnes,
the AT813 is an effective way to achieve full
multi-mike capability. Write today for the AT813
spec sheet and A-T microphone dealer list. Then
see your Audio-Technica sound specialist for great
sound...right from the start.

audio-technica.

AUDIO-TECHNICA U S, INC., 1221 Commerce Drive, Stow, Ohio 44224 « In Canada: Audio Specialists, Inc., Montreal P.Q
For additional information circle #25
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t seems a little ironic to me. This
qbusiness we’rein is supposed to be

so innovative, yet there are so few
realinnovators. Tomy mind an innova-
tor is more than someone who introdu-
ces a new idea, or a new way of doing
things. An innovator is a person who
has the courage to try something new; a
person who is willing to stretch beyond
his or her “comfort zone.”

The recording industry has developed
some traditional ways of doing things,
and over the years the comfort zones
have become more and more comforta-
ble. For example, most music produc-
tion begins on a 24-track, two-inch
recorder — a proven standard. It’s
accepted. Seldom are there any devia-
tions. People call a studio for a rate, and
they ask, “What’s your hourly rate for
24-track?” It’s interesting how people
get their minds locked in cement. There
is almost an unwillingness to consider
change, and many times tradition is
nothing more than that . . . tradition.

[ would like to set the record straight
right now, however, by saying that I'm
not being critical about the 24-track,
two-inch recording format. It remains
one of the mainstays of the recording
business; a fantastic piece of equipment.
In fact, in many cases it’s probably the
best format for a music production. My
point is that there are options.

Not every project requires the capac-
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ity available with 24-track; [ cannot see
why someone would want to pay extra
for extras that will never be used.
(Which is somewhat like chartering a
747 to transport a baseball teamn.) The
types of projects that I'm referring to
might include the video market. Televi-
sion people aren’t particularly con-
cerned about what type of format to use.
Their concern is: Will it get the job done?
While they still use 24-track, we are see-
ing television audio engineers shifting
to alternatives.

Another type of project would be
music and commercial demos. You
might haveasongorajingletosell. You
want to get a good sampling to your
prospective buyer, but you don’t have
the budget to go 24-track. And there's no
way you're going to make much of an
impression with a recording made on a
hand-held cassette machine! In each of
these examples the perfect alternative
just might be 16-track, one-inch — the
result of today's high technology.

The particular machine I'm talking

— the author —
Douglas F. Ordon is the President of
AVC Systems Incorporated, a pro-
fessional audio systems house with
facilities in both Minneapolis and
Chicago.
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about is the TEAC Tascam Model 85-16
recorder/reproducer. Here we have what
I call “High-tech, LLow-cost” equipment.
In no way am I suggesting “low-tech,
cheap,” however. This equipment is
state of the art . . . and beyond; it’s a
terrific option to tradition or conven-
tion. And the cost-saving factors are
considerable. A couple of examples will
illustrate my point. If you are an artist
and/or a producer buying 16-track one-
inch studio time, on average you can
plan on spending about half of what 24-
track time will cost. What if you're put-
ting a studio together, or expanding
your operation. In ballpark figures a 24-
track recorder will cost about $40,000.
The Tascam 85-16 recorder/reproducer
isin the $15,000 range. In today’s econ-
omy, in any economy, those are signifi-
cant savings!

At this point, some R-¢/p re