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* 28 synth plug-ins — analog, physical modeling, digital synthesis and more

* Over 130 effects plug-ins including accurate MIDI tempo delays, new reverb design and
unique speciat effects

e Over 1000 synth and effects Programs designed by the legendary Korg Voicing Team and
professional recording engineers

* Open architecture design. ready for new synth and effects plug-ins from Korg and third parties

* 12 channel submixer to process synthesis programs, audio inputs or hard disk audio tracks

0ASYS PCl online at www.korg.com/oasyspci. htm
Questions about 0ASYS? Email us at oasysinfo@korgusa.com
For an 0ASYS PCI dealer near you, call 1-800-335-0800

WANT AN INTERACTIVE CO-ROM FEATURING KORG'S DASYS PCI CARO? WRITE TO US AT:
£2000 KORG USA ATTN 0ASYS CD 316'S SERVICE ROAD MELVILLE NY 11747-3201 « FOR IFO VIA FAX BACK CALL (631393 8530 DOC #4104

* Chains of up to 4 effects each on channel inserts, 4 send busses and 6 stereo output busses
» Supports ASI0. FreeMIDI, OMS and Windows audio and MID! standards

o 24-bit stereo analog, S/PDIF and ADAT optical input/output

® PCl card with 5 Motorola DSPs providing 480 MIPS of synth & audio processing power

* Works with all major sequencing and digital audio programs

» Available for both Mac and PC

0O A S Y S rpa

Open Architecture Synthesis, Effects, and Audio /0
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THEY ONLY SOUND ERPENSIUE

Great Yamaha monitors are nothing new; professionals have trusted the legendary NS10M for years.
Now, the MSP10 takes that tradition forward.
MSP10 monitor speakers come biamplified...120 watts for lows/mids and 60 watts for the
highs, resulting in yet lower distortion and coloration, coupled with “plug-and-play”
convenience. Premium components, including custom designed 8" g
woofer, pure titaniurn dome tweeter and heavily braced enclosure, o e
assure pure, sonic acciiracy. Frequency response cairies out well past 2 ¢ B > ;’ZZZ‘;‘;’,’;'L”;
40kHz, perfect for those future 24-bit, 96kHz masters. .
o If 5.1 surround or accurate deep bass is your goal, just add
subwooler. the matching SW10 subwoofer. Its unique 3 input arrangement,
combined with a long-throw 10" woofer and 180 watt, self-contained amplifier,
makes it suitable for either stereo or surround applications.
Sound expensive? You'll be very pleasantly surprised-they're less than half the cost of competition

that sounds this good. The MSP10 and SW10. Once again, Yamafia gives you more for less.

€ YAMAHA

© 2000 Yamaha Corporation of America, Pro Audio Products, P.0. Box 6600, Buena Park, CA 90622, (800) 937-7171 ext.621 or visit us at www.yamaha.com/proas
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Affordable High End

HARDWARE

's high standards. All card feature ultra low jitter clocks and deliver
roducts: total transparency. If sonics and resolution
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swnd cards are designs with you in mind.

are of importance, SEK’D

Prodif Plus

Prodif 96 Pro
- 24 bit/96 kHz AES/EBU, SPDIE and Optical - 24 bit/96 kHz AES/EBU, SPDIF
digital 1/0. and Optical 1/0.
- 20 bit/96 kHz analogue 1/0. 20 blt/96 kHz analogue /0.
- Word clock in. . ADAT 8 channel lightpipe 1/0.
o ASIO drivers.
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Windows and Mac compatible,

MIDI 1/0 ports.
be used with single driver
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’
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Lucy's False Teeth

t work long hours, so it's not unusual for me to find myself leaving my stu-
diofoffice to walk home at 1 or 2 a.m., sometimes even later. Crossing Man-
hattan at that hour is always entertaining. To minimize the “entertainment
value,” | trundle along at a fairly blistering rate — head down, peripheral
vision set on "high,” focus entirely on putting one foot in front of the other.

On one such sojourn, | found myself overtaking a nice-looking couple
who were strolling at a relaxed pace and chatting quietly. Being in “Late-
Night Forced March” mode, | blew past without really paying attention to
what they were saying. About a block later, their conversation penetrat-
ed — at least the snippet | had walked through. “Did you hear about Ed-
die?" the fellow had asked his lady. “Lucy hit him with her false teeth....”

| stopped dead in my tracks — what could this possibly be about? |
was positive | hadn't misheard. | turned around hoping the couple would
catch up and pass me by. My intention was to shadow them like some
sort of late-night gossip-stalker, in hope of hearing at least the conclusion
of what had to be an amazing story.

Sadly, by then, the couple was gone. Even more sadly, I'll never know
the true story behind Lucy’s dental strike. What had Eddie done to de-
serve such treatment? Had Lucy thrown her dentures, or had she clenched
them tightly in her hand and smacked him? Apparently the teeth had con-
nected with Eddie; had the poor man survived? Giving up on getting an-
swers to these and myriad other questions, | chalked the incident up as
yet another in a growing string of New York “moments.”

But Eddie, Lucy, and the teeth weren't to be forgotten quite that eas-
ily. I named an acoustic guitar piece in honor of the event (“Lucy’s False
Teeth”), but even that wasn't enough to put the ghost to rest. Clearly there
was a lesson to be learned here. And I've figured it out: *If you go through
life too focused or with blinders on, you'll miss a lot of interesting things
along the way.” What does that have to do with project studios? | have
no idea, but it's probably something pretty darned profound or |
wouldn't have thought it up.

No, the point of this true-life parable is that | don't want you to miss that
you hold before you a brand-new, re-born EQ. The magazine has
undergone a top-to-bottom graphic overhaul courtesy of the immensely
talented Greg Gennaro under the guidance of art director Marshall Mose-
ley and managing editor Tony Savona. I'm thrilled with the results, and |
hope you'll find the new look cleaner, more exciting, and easier to peruse.
But we've also added a number of new things, and that's what | don’t want
you to blow past without noticing. Chief among these? In most articles you'
find a "Web Link” box. The information and URLSs in those boxes is your
key to a new, expanded EQ experience. Foliow the Web links to audio ex-
amples, additional text, photos, graphics, related
articles from past issues, e-mail addresses, and oth-
er Web resources. And there's still more to come.
For example, to support all of those Web links, EQ-
mag.com will also be recreated over the next few
months.

On behalf of the entire magazine staff, let me
be the first to welcome you to the new EQ!
And please, if anyone knows how Eddie
and Lucy are getting along, let me
know....

Mitch Gallagher
mgallagher@uemedia.com
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LETTERS TOEQ

Glen Kolotkin shows off his gold record for

Jimi Hendrix's Electric Ladyland.

WHODUNNIT

In your June 2000 issue, it was stated by
Glen Kolotkin that he was the remix en-
gineer for Jimi Hendrix's Electric Ladyland
album. Since | had recorded most of
Jimi's music at that point and had mixed
Electric Ladyland, | find his claim curious
to say the least.

| can attest that there is not one tape in the
entire Hendrix Family Library that bears either
CBS Studios or Mr. Kolotkin's name on it.

When Electric Ladyland was re-mas-
tered in 1997 by myself and George Mari-
no at Sterling Sound, we (John McDermott,
curator of the Hendrix Library, and 1) found
the original 1/4-inch masters with my hand-
writing on them. These are the originals —
they match every note on the CDs.

It is true that when the album was com-
pleted in 1968 the tapes were sent to Co-
lumbia Studios for mastering. The engi-
neers here at the time made a complete
hash of the sound and to add further in-
sult to injury, printed the title on the acetate
labels incorrectly as “Electric Land Lady"!

The ailbum was subsequently remas-
tered by Reprise in Los Angeles. If Mr.
Kolotkin remembers Jimi coming to CBS
Studios in an attempt to remix the album,
it certainly didn't appear on any subsequent
tapes that we are aware of. The album was
mixed and recorded by Eddie Kramer and
Gary Kellgren with help from Jimi Hendrix.

Asfar as the "muttiple phasing” using three
tape machines — this is a technique | had
been experimenting with in London at
Olympic Studios in 1967. When it came time
to mix Electric Ladyland, both Gary and my-
self were into trying many different techniques

"With ovar 23 Gold and Platinum records to my
credit | don't have to make up any stories!”

— Glen Kolotkin

including the accidental 3-D effect that Mr.
Kolotkin refers to. In fact, it was standard pro-
cedure to have multiple machines in the con-
trol room for voi¢e doubling and phasing

In the December ‘99 issue of £Q), Craig An-
derton writes that Tony Bongiovi was doing
most of the engineering on Electric
Ladyland. This is so blatantly untrue as to be
laughable. While it is frue that Mr. Bongiovi
was an engineer at the Record Plant NYC, it
was as an assistant initially Mr. Bongiovi may
have done the odd overdub or parts of aba-

¥ sic track, but to suggest that he did the lion's
| share of work on this album is entirely untrue.

As far as the flanging — as previously stat-
ed, the VFO system was a permanent fixture
at the Record Plant and the direction and im-
plementation came from either Gary Keligren
or |. The tone of the article strangely suggests
Mr. Bongiovi did most of that, which he def-
initely did notl Please ensure that the correct
story is told to your readers.

Eddie Kramer
Cold Spring, NY

[Glen Kolotkin replies: It is true that Jimi
walked into remix room 412 at Columbia
Records’ studio at 49 E.52nd St., New
York. He told me that he had been work-
ing on the album for over a year and that
he was not happy with the mix.

In addition to remixing the album, Jimi
brought in a female friend. On one of the
days, | recorded Jimi playing his guitar
and his friend on the harmonica, right in
the remix room on a four-track half-inch
machine! The tapes are most likely in the
Iron Mountain vaults to this day. | re-
member the final night finishing up late.
They had to keep the mastering man af-
ter his shift to do the mastering. Both Jimi
and | watched the master being cut.

As you can imagine, with Jimi Hendrix in
the studios the word spread fast and many
people knew of his session. Don Puluse was
there and confirms he remembers talking to
Jimi. (Don is now the Dean of Technology
at Berklee in Boston.) With over 23 Gold and
Platinurn records to my credit | don't have
to make up any stories!]

[Craig Anderton replies: Actually, | did not
write that, “Tony Bongiovi was doing most
of the engineering on Electric Ladyland.”
I was specifically referring to those times
when Hendrix ran over into our time, and
during those sessions, Tony was indeed
doing most of the engineering. | think the
article made it very clear that | wasn't a
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participant in the Electric Ladyland ses-
sions, just a lucky observer. My comments
weren't meant to diminish anyone'’s con-
tributions; in fact, the article states that
Gary Kellgren and Eddie Kramer are
credited in the liner notes for engineeriny.

As for the VFO, I mentioned this because
I'd heard that Hendrix's flanging was pro-
duced by the engineer pressing his thumb
on the tape reel. Tony said this wasn't true,
and now Mr. Kramer has confirmed it was
a VFO system. But remember, this mention
was in the context of an article saying that
we benefited from techniques originally de-
veloped for Hendrix projects. Tony never
claimed to have invented the concept, but
he was in fact the person who hooked it up
for us, which is what I reported. If it needs
to be clarified that Mr. Kramer and Mr. Kell-
gren came up with the system, that's an in-
teresting historical point, and it's duly noted.]

ERROR CORRECTED

In his review of the Yamaha CDR1000 (EQ,
July 2000) Howard Massey writes (p. 116):

"[Olne strong advantage of using CD-
Rs and CD-RWs for both mixing and ref-
erence purposes is that, unlike DAT, they
don't use error correction; that's why, even
in the most stringent conditions, DATs are
rarely bit-transparent.”

Wrong. Both CD and DAT formats use
heavy error correction, and it works: both
DATs and CDs are bit-transparent under
all but the most gross conditions, such as
damaged media or misaligned players.
I've proven it with subtraction tests.

It would be helpful if professional DAT
and CD players had error meters that
showed us how close we were coming to
losing anything, and when we were oper-
ating in a lossy (error concealment) mode.
If the manufacturers were up-front with this
information, there would be a lot less mys-
tery to digital media, and we could all have
real confidence in the integrity of our sound.

Dan Dugan
via e-mail

[Howard Massey replies: | stand humbly
corrected on the first point. Both CD and
DAT do indeed employ error correction;
however, this is no absolute guarantee of
bit transparency. | agree entirely with
Dan’s suggestion that professional play-
ers offer error meters — something that
audio professionals have long been
campaigning for.]
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ON THE BOARDS

C(D-R PROBLEMS

! use the cheapest CD-Rs | can find for
giveaways and | just burned one that
“ticks" every 3-5 seconds, but only on one
CD player. | burned it at 1x thinking it
would burn better (I usually burn at 4x).
This is the first time I've had a problem like
this. Is it because it's a cheap CD-R?
What's actually causing the “ticks,” error
detection? And why on only one machine?
Other CDs play fine on it.

—alphajerk

Try the same thing with a different CD-R.
Does it click on the same player? CD-Rs
aren't guaranteed to play on every play-
er. All adjustments made to a player when
it's manufactured are +10%. A player that
works is off in a good direction, while one
that doesn't work is off in a bad direction.
The same thing happens with DAT
machines. Sometimes a DAT won't play
back in one machine, but will play every-

where else.
—~Roger Nichols

How old is the CD burner? Newer CD
burners adjust the laser intensity to the
recording medium, which results in more
consistent and accurate pit dimensions on
the CD-R surface. For older burners, the
advice ['ve received is to burn at 2x for
masters — otherwise you get poorly
formed pits on the CD-R, resulting in po-
tential playback problems.

Quin

It's a relatively new burner. I've burned
over 2,000 CD-Rs on it at 4x with no prob-
lems; it was only when | burned at 1x that
the problem developed.

—alphajerk

Then I think this would point to an “over-
burn” problem — the media can’t han-
dle the longer laser bursts and the pits
are poorly formed, making the disc hard
to read. There's a load of info on CD-R

generation at www.cloversystems.
com. These people make CD analyz-

AL KOOPER
Guirde to the Music Biz

E€DCHERNEY
Behind the Big Boards

ROGERNICHOLS
Digital Recording Forum

GEORGE MASSENIURG
Ask George Masseburg

PAVID FRANGIONI
Studio Terh

ers and are a great source for related
info.
—Quin

PATCHBAY CONFUSION

A friend and | are combining our over-
grown home studios into a non-commer-
cial project studio. I'm struggling with the
patchbay design. | want to keep things as
portable as possible, because we want to
be able to take gear out for “live to two-
track” sessions. I'm leaning toward a TT
patchbay w/ XLAs on the rear panel. Does
anyone know of such a patchbay with TT
front panels and XLR rear panels? Are
there good reasons why no one uses this
sort of patch bay? Good reasons why |
shouldn't go this route?

—sjp

Have you thought about using ELCO con-
nectors, attached to a snake, with an XLR
fan out? You'd have to organize your racks
based on functionality, as each snake
would typically service only one rack, but
you'd have an easier job with connectors,
less cable, and would save a load of mon-
ey in the process.

-Quin

I am not aware of a company manufac-
turing a TT patchbay with XLR connectors
on the back. Of course, it's easy enough
to wire XLR connectors to the back of a
TT bay. Anything goes when it comes to
wiring patchbays.

If you're open to other options, then I'd
recommend rear-panel DLs (a ZIF con-
nector made by ITT Cannon) and maybe
one or two XLR panels on the back of the
patchbay rack. This would allow you to
maintain a certain number of plug-and-
play XLR points on the bays and still have
an efficient means (via DL) of connecting
the other racks.

You could use DL-to-XLR breakout ca-
bles; whenever a significant amount of
gear changed, simply change the ac-
companying harness. The patchbay
wiring (which is typically the most fragile)
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wouldn't change, giving you a long life ex-
pectancy for the system.

Another important question is how
many bays you'll need. If it's only one,
then the all-XLR option might be the way
to go. Two or more bays and | would start
thinking about a DL/XLR combination.

—David Frangioni

MIC PRES...WHAT
MAKES &M GOOoDP

I'd like to know basically what makes an
expensive mic pre better sounding than
acheaper one. You read the specs (and
the reviews) and begin to wonder if there's
really a sonic difference that equals the
price difference.

—ckirkp 1021

To get an idea of the cost difference,
break down the chain inside the box.

Input (phantom) filter: One-pole
(cheaper) or two-pole (better low fre-
guency response).

Transformer or non-trans-
former: Transformer front-ends are far
easier to design and implement, and giv-
en other parts savings, the less-expensive
alternative.

First gain stage: Tube, bipolar, or
JFET. I think transformers are less transpar-
ent than bipolars. FETs are noisier and a lit-
tle less linear. Tubes guarantee reliability
problems compared to solid-state, but have
that “now"” sound (for reasons |, for one, can't
fathom), and always seem mushier than sol-
id-state. It's quite difficult to design a stable,
wide gain range, linear bipolar first stage, and
probably the more expensive option.

Power supply: Wall-wart, switcher,
or custom low-noise linear. Again, the lat-
ter is more expensive, but better.

Case and connectors: Steel chas-
sis versus punched aluminum, gold ver-
sus. silver versus tinned something-or-
other connectors. You get the idea.

Is there a sonic difference? | think so.
The guestion is always, “Does the sonic
difference outweigh the increased cost?”
But I suppose the question that you'll first

g need to answer for yourself is, “Can | hear

the difference?”
George Massenburg

The differences between preamps are like
the differences between camera lenses.
At first, you may think that they all sound
(or look) the same, but with experience
your tastes and discrimination develops
and you realize there really is a big
difference.
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YOUR SOURCE FOR: RECORDING MONITORS GUITARS KEYBOARDS AMPLIFIERS PROAUDIO AND MORE

We want o help you have fun making music!

Nothing feels better than having a fine-tuned
studio that responds instantly to your every
creative whim. We know. We’'ve helped over
200,000 musicians and audio professionals build
recording and PA systems specifically focused
around their needs. You see, we're not in the

business of pushing boxes out the door. We go

the extra mile with professional advice and infor-
mative publications to make sure that your gear is

the best possible solution for your situation.

| ‘ n'
800.222.4700 Sweetwater :
www.sweetwater.com music technology direct -

(219) 432-8176 * FAX (219) 432-1758 ¢ sales@sweetwater.com ¢ 5335 Bass Road ¢ Fort Wayne, IN 46808
CIRCLE 74 ON FREE INFO CARD
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'ON THE BOARDS

On snare, it may be how much of the
room ambience is picked up. Or how well
you hear the rattle of the individual snares
at the end of a hit, or how clearly you can
tell where on the snare head the stick land-
ed. These are excruciatingly small details
to some — inaudible differences to others.
But once you've leamned to detect and ap-
preciate the differences, they're not subtle.

After years and years of comparing, |
thought | had figured it out. Then we put
33 preamps together in the same room
and listened blindly and didn't make dis-
tinctions by price, class, design, name, or
tube-ness. Guess what? | learned a thing
or two. The truth is “it’s all in the ears.” Just
as beauty is in the eye of the beholder,
sonic beauty is in the tools of the engineer.

—Lynn Fuston

BACKGROUND VOCALS

How can | get my background vocals to
sound tight? Is it mainly the ialent or is it
the outboard gear?

—-sngwrtr_prdcr

There are many ways to get backround
vocals "happening,” although it truly is the
arrangement and the performance. Try
double, triple, quadruple tracking; chang-
ing tape speed (if you're analog, or have
a varispeed on your computer) between

| tracks (you know, like ABBA); getting

great singers and balancing them on one
mic. Find that hooky, ear-catching
“thang.” You do it by using your imagi-
nation, and then executing what's in your
“mind’s ear.” Listening to a lot of music re-
ally helps...from doo wop to Motown to
Stax to Chess to Babyface to Roy
Rogers, and especially The Sons of the Pi-
oneers. Listen to what the early folks
did...everything now is based on that.
—&Ed Cherney

Go for the talent. The arrangement is a big
thing, tco. A well-done vocal arrangement
can have much more effect with just a few
voices.

Technically, | like multiple singers in a
room, each on their own mic. The per-
formance seems much better. Have a
keyboard in the tracking room for instant
pitch checks and arrangement discus-
sion. The arranger should be in there with
the singers, because the mixed sound of
singers in the control room monitors can
be deceiving in terms of the pitch.

Work hard on the headphone mix. It
shouldn’t be necessary to have individual
mixes because they're supposed to sing as

| an ensemble. And don't think you can fix
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itin the mix with AutoTune; you can end up
chasing your tail because singers relate
their pitch to what they hear — fix up one
singer and the next one is out of whack.
—ozbass

NOISE FLOOR IN PC
RECORDING

I'm a little confused about mic noise specs,
preamp specs, and sound card specs. | am
using a Midiman Delta 44, Cakewalk 9.0,
CoolEdit 2000, and a Mackie CR1604. When
looking at the metering on CoolEdit 2000, the
noise floor is around -54 with an AKG 414B-
ULS mic tumed up to normal level, =73 with
the mic turmed down, and -84 with no cable
plugged into the front of the Delta 44 break-
out box. | am recording at 16-bit, so in the-
ory | should go down to -96, right? The noise
| am getting seems to be ambient noise.
What levels should | expect? What's rea-
sonable in a home/project environment?
~—Ronnie

As a comparison, -54 is the noise level of
two-inch 24-track analog at 30 ips with no
noise reduction. If that's the best you can get,
then itisn't bad — people made records that
way until Dolby and digital showed up.

A normal project studio that's said to be
“soundproof” really isn't, unless you have
built a room inside of a room with a floating
floor isolated from the surrounding founda-
tion, which costs lots of money. Usually the
soundproofing is reflection control for high
frequencies, but not for transmitted low fre-
quencies. You may not hear it, but it still
shows up on the meters.

Just buy one of those cheap noise level me-
ters at Radio Shack to measure the ambient
noise level with the computers and everything
tumed off. That will be the best you are going
to be able to do. There's more to buying a mic
pre than the naise floor. The quality of the sound
seems to me to be the deciding factor.

if you're going to be recording to hard
disk, just mute each instrument between sec-
tions where it plays. Also, usually the in-
strument will be pretty loud and the mic gain
will be turned down, thus lowering the noise
floor. Lots of studios that cut hit records in
the '70s weren't much quieter than today's
home studio, so | wouldn't worry about it for
now. You do the best you can, and crank out
the hits.

—Roger Nichols




Avid Integration
More Processing Power

Multichannel Mixing

...is just the beginning

Enhanced MIDI wwwidigitesifn.com

Faster Editing

New Creativity Tools

Not ail features available on all Pro Tools systems. Visit our webstte for details ou features and avadability.
9/2000. Dgielesign, o dsion of Avid Technology, tnc. Digidesign andt Pro Tools are trademarks or requstered
trademarks ot Auid Technotagy, Inc.. or its subsidiaries ar diisions. Afl other trademarks contained heremn are

the progerty of their respective avimers. CIRCLE 16 ON EREE INFO CARD
World Radio History

1.800.333.2137 code 630

digidesignr

A division of AVid




Roland’s most powerful synthesizer/sample player in history

O 128 voices/32-part multitimbral operation

O Over 1,200 factory patches

O Load up to 128MB of Roland, Akai®, .wav and AIFF samples

O 5 effects processors w/ 90 algorithms: 24-bit reverbs,
COSM™ modeling, remix effects, RSS™ 3D effe

O 8 24-bit analog outs w/ EQ; 2 S/PDIF ou

O 4 SRX expansion slots and 4 SR-JV80 e»

QO SmartMedia* patch and sample st'A age

O Built-in SCSI and word clock input

O New Matrix Modulation

gx EXPANSION/S
,SDBD 28 VOICES .
Roland XV
VOLUME R
‘\\\."1<’ S?SO Str n:
erfl i ASE PREVIEW

World Radio History



OThe Ultimate.

2Roland

245080 synthesizer/Sample Playback Module
www.rolandus,com Faxback Information: (323) 890-3780 doc. #10419

*SmartMedia 15 a trademark ot 10shiba Corporation.  Akal Is a 1eyislered trademark of Akai Clectric Co., Ltd.

CIRCLE 63 ON FREE INFO CARD
World Radio History




PRODUCT
' AES pREVIEW ct: SeaSound Soloist
: ics: Hard disk recording
interface
Everything you need to get au-
dio into your computer — a PC- and Mac-
compatible PCI card plus rackmount break-
out box with stereo line inputs, high-quality
mic and guitar preamps, dual 24-bit/ 96 kHz
A/D converters, and a headphone amp —all
in one comprehensive package. Additional
features include six-segment VU meters, a ‘
MIDI activity light, input monitor, and com- |
puter monitor and control room level controls. |
Contact SeaSound , 415-485-3900 or www.
seasound.com Circle EQfree lit. #111

|
|
|

Countryman 86

Lavalier microphone
Said to be the world’s smallest
lavalier mic, the B6 measures a mere one-
tenth of an inch in diameter, making it ideal
for broadcast and live performance appli-
cations. Tiny enough to be taped to the per-
former’s head or body or worn discreetly on
the collar, it comes with replaceable pro-
tective caps that not only prevent perspira-
tion and makeup from entering the micro-
phone, but can also alter the mic's frequency
response to match the desired application.
Countryman, 650-364-9988 or
www.countryman.com Circle EQfree
lit. #112.

-SSP,

The choice
is yours...

ACTIVE REFERENCE MONITOR PARSIVE REFERENCE MONITOR.

ictive or Pussive
mild ur neuriivla

Lither way, you'it
get ultra-smooth,
wide-bavrideb
(fully 10 1 2 ortaves
with our ASB active sub-
" ©rs ) rader=flui,
won fatigaing. he -
distortion reproduction
with pinproint hnuging
Jor all critical
monitoring applications

Black. red or
Rolden oak

Wit vr wirbout
setive sulimanyfiors

A Mudel Four Mundved
or a Two Thousand

professional audio

Ask about our 11 1°2 octave MRM250 Master Reference Monitors
choiccghiothousepro.com and High Qutput Series main monitors and subivoofers www.hothousepro.com

CIRCLE 39 ON FREE INFO CARD
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Record 24 tracks of 24-bit audio’. Edit from the
front panel or on your computer. Interface with
your DAW system. Backup to your favorite media.
Make records. Be famous. Have fun.

With the TASCAM MX-2424"™ 24-Track Hard
Disk Recorder/Editor, you might get more than
you expected. Though it's hard to imagine
getting much more from a recording system.
Any system.

Start with 24 tracks of 24-bit/48kHz digital
audio. Take your choice of 24-bit analog, TDIF,
ADAT” or AES/EBU optional /O modules...digital
and analog interfacing available simultaneously,
of course. Use the front-panel drive bay and
fast/wide SCSI port to extend recording time
with external hard drives and create backups
with tape drives and DVD-RAM. Get file format
and drive compatibility with your favorite DAW
system on Mac” and PC.

TASCAM MX-2424

eve 4

1N0LEANRIRNNNE
S INE

P33 ¥ s2ev

|1

* 12 tracks of 96kHz recording available later this year

TEAC America, Inc., 7733 Telegraph Road, Montehelio, CA 90640
323-726-0303 www.tascam.com

All copyrights are the property of their respective holders

Time to edit? No computer required. All the
controls you need are right there on the front
panel. Or get visual editing and transport
control with the included ViewNet MX™graphic
user interfacing software. Need more tracks?
Chaln up to 32 machines for a huge integrated
system with true single sample accuracy.

Surprisingly affordable, incredibly powerful,
feature-packed and (most importantly)
unbelievably great sounding. And (alas), far too
cool to give you everything you need to know
on this page. So go to www.tascam.com for the
whole story. Because the more you find out
abhout the MX-2424, the more likely you'll be to,
well, uh...buy one. Available today at your
authorized TASCAM dealer.

The MX-2424 (shown with optional IF-AN24
analog /0 and IF-AE24 AES/EBU muitichannel
digital 1/0) features built-in SMPTE Sync, MIDI

Time Code, MIDI Clock, Video Syng, stereo
AES/EBU and S/PDIF ports and much more.

TASCAM

a whole world of recording

CIRCLE 52 dQ#oFﬂgJNO CARD




PRODUCT

|\AES PREVIEW

Sadie RADIA and ARTEMIS
DAWs
RADIA is a PC-based entry-
Ievel editing platform that provides four inputs
and outputs and up to 24 replay tracks at 48
kHz. ARTEMIS is supplied as a fully configured,
rack-mountable turnkey system in a range of
digital and analog input/output configurations,
all with timecode support and four channels of
RS422 interface, as well as onboard SCSI. 20-
bit A/D conversion and support for 24-bit 96 kHz
and 192 kHz audio editing is standard.
Sadie, 615-327-1140 or www.
sadie.com. Circle EQfree lit. #113.

Dolby DP570
Muttichannel monitor

T t The DP570 Multichanne! Audio
Tool is an all-in-one device that enables pro-
ducers to monitor and enhance the quality
of their multichannel mixes. It allows the user
to monitor multichannel audio, check down-
mixes, re-assign channels, and quickly cre-
ate Dolby Digital metadata and hear its ef-
fectin real time. In conjunction with Dolby E
and Dolby Digital codecs, the DP570 pro-
vides extensive control over what consumers
hear at home.

t: Dolby Laboratories , 415-5658-0200
or www.dolby.com. Circle EQfreelit. #114.

George Martin, Alan Parsons, Phil Ramone,
and 34 other worid-class pros share their
creative secrets and nuts-and-bolts
techniques in Howard Massey's new book,
Behind the Glass: Top Record Producers
Tell How They Craft the Hits. This prime
collection of firsthand interviews with
masters of the trade offers tips and tricks
you can use in the studio—professional or
home. From creating room treatments to
choosing a song's best key, get the inside

scoop from the pros behind the glass

Producers interviewed include:

Glen Ballard
Keith Olsen
Geoff Emerick
Mitchell Froom
Eddie Kramer
Arif Mardin
George Martin
Alan Parsons
George Massenburg
Phil Ramone
Nile Rodgers
Brian Wilson

Precues toe e NN snd e
Ston From he vo4 DO e Wamc

HOWARD

MASSEY SN T A g 0

AT B TR RN L

$24.95, 224pp, 25 photos, trade paper, ISBN 0-87930-614-9

Available at book and music stores everywhere. Or call (800) 848-5594.

6600 Silacci Way ! Gilroy, CA

MF Miller > y ilroy,
‘ ,frcem.m
Books web: www.books.mfi.com  Distr

1502

buted to music s

0 USA | fax: (408) 848-5784 | phone: (BX

tores by Hat Leonard Corp,; to bookstores by Publishe

)) 848-5594 or (4
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Computer ﬂudlo Recordlng Iinterface

(\ “' -'——-—/‘( = (\r-(\' r—-——-’;__{

Stand—ﬂlone
Digital IMiixer

Because it's really (really) EZ to_use.

_ Pl B R R

g ' Because it makes getting precision 24-bit
' ©® § audio into (and out of) your computer a no-brainer.
§ Because you get to control your MIDI/audio sequencing
software with its hardware controls.

3 oi ... Because you can slip it into a gig bag and run your whole live show with it.
{0 Because it lets you do amazingly sophisticated audio processing with zero hassle.

' i Because it's got a ton of gozintas and gozoutas, and you've gotta ton of things that need
I : gettininta and gettinouta.

s
Because once upon a time we took a Greyhound to see our Aunt in Cleveland. She was pretty
i 'r far ahead of her time, having predicted the breakup of the Beatles, the birth (and death)
® of disco, and hanging onto her vinyl collection because she had a feeling that “some day
wi S R people will use records and turntables differently than the way we do today”
Because an audio path is a bus, and the EZbus has a ton of 'em.
Fully programmable ones, at that.

PO Box 4169
the Suna Rarbara, CA93140 4189

Voice 805 566 7777

: =
— s = el
- A W - TS £ maul: infoevent1.com 4 !
waw.event] com

Only $849 msee (We're not even charging for the smile it will bring to your face.] ELECTRONICS

Specifications subject to change without notice.

CIRCLE 23 ON,FREE INFO CARD
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cakewalk

rreo Sultkte

Cakewalk Pro Suite is the complete Windows workstation for multitrack recording,
real-time mixing, and hard-disk based sampling. Once inside, you're free to produce
professional music and sound projects entirely in the digital domain.

The Pro Suite provides an arsenal of software tools for today’s recording musician.
It combines essential recording and sampling software technologies into an
integrated studio solution. There's nothing else like it available today.

(CAKEWALK PRO AUDIO" 9)

- Record and mix up to 256 tracks of digital
audio and MIDI

- WavePipe~ low-latency audio mixing and
playback using standard Windows audio cards

- Supports 24-bit/g96 kHz audio hardware

.. Exports audio to MP3, RealSystem G2, and
Windows Media formats for Internel delivery

- Notation with guitar tablature, fretboard editing
- Sync to film and video; import digital video

- Non-linear, graphical editing of audio and MID}

- Supports real-time DirectX plug-ins

- Supports real-time MFX MIDI plug-ins

. StudioWare” for MIDI-based studio automation

( NEMESYS™ GIGASAMPLER" LE )

- Hard disk-based sampler GIGABAMPLER ==
- Integrates with Pro Audio g as virtual synthesizer :
- Provides gigabyte-size sample sets

- Loads samples in seconds, not minutes

- Save and load entire performances

- Fast, tight note-on responsiveness for live playing

- Sample instruments with full natural decay

- Full looping implementation (although looping is
not necessary)

- 32-bit audio signal processing
- Reads GigaSampler, WAV, and Akai" Libraries

- Includes GigaPiano™ Sample Library CD-ROM

GigaSampler is a registered trademark, and NemeSys, GigaPiano and the NemeSys logo are trademarks of
NemeSys Music Technology, Inc, Cakewalk is a registered trademark, and Cakewalk Pro Suite, Cakewalk Pro
Audio, Cakewalk Audio FX, WavePipe, Musician's Toolbox and the Cakewalk logo are trademarks of Twelve Tone
Systems, Inc. Other trademarks mentioned are the property of their respective owners.
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) ( CAKEWALK AUDIO FX " 1 DYNAMICS PROCESSING )

- Compressor/Gate maintains audio signal leveis
at user-defined levels

- Expander/Gate increases dynamic range of audio

B

cakeuatl - Limiter prevents audio signals from exceeding
user-defined threshold

(CAKEWALK AUDIO FX " 2 VINTAGE TAPE AND AMP SIMULATION ) [l e
- Advanced processing algorithms add classic sound = S ST —3

- §rn
|€ -l

and warmth to “dry” and “cold” digital audio tracks

- AmpSim adds guitar amplifier sound to digital audio;
choose and modify amp model, speaker cabinet,
overdrive, EQ and other parameters

- TapeSim adds tape saturation and natural warmth

associated with analog magnetic tape decks | @ om

|

cakewalk -

(CAKEWALK AUDIO FX" 3 SOUNDSTAGE DESIGN FOR CUSTOM REVERB )

- Design virtual rooms in which to process digital audio tracks

- Add and move walls, adjust ceiling heights, define sutface absorption properties
- Choose microphone types and placements
- Assign audio tracks to different “performers”

- Use and modify predefined spaces, like jazz club, arena, and cathedral presets

All Cakewalk Audio FX plug-ins provide:
« 32-bit, floating point effects processing
- DirectX-compatibility, the Windows standard

- Real-time effects processing and off-line editing

(MUSICIAN’S TOOLBOX " IIl)

- 2 CD-ROMs of multimedia content and tools
- Digital audio loops and samples

- Professional MIDI drum patterns

- Digital video images

- SoundFont instruments

- Advanced Pro Audio g tutorials

Cakewalk Pro Suite is available worldwide.
For more information, visit www.cakewalk.com,
or call 888-CAKEWALK (617-441-7870 outside U.S.).

Cakewamn

! ’
|
| Pro S
- Muititrack recording,
effects processing, ’

 Colemal P Maia™ and digital sampling
Nemeiys” Cigptomoter’ 1t

é:;;ewalk°
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GT Electronics VIPRE

GT Electronics has introduced the Variable Imped-
ance Microphone Preampilifier, or VIPRE. Based com-
pletely on Class-A vacuum-tube circuitry, this new
preamp employs no transistors, integrated circuits,
or electrolytic capacitors in its signal path. And as the
name implies, VIPRE is one of the few mic preamps
currently in production with variable input impedance.
Further, GT Electronics’ engineers have provided an
adjustable rise-time function, further expanding
VIPRE’s sonic possibilities.

Microphone sound quality can grossly vary de-
pending upon how the mic must “push” against the
input of the mic pre to which it is connected. That
resistance to “push” is the input impedance of the
mic pre. Impedance mismatches between micro-
phones and mic pre’s can attenuate high frequen-
cies or result in a loss of signal level. By providing
the option to adjust input impedance, GT Electron-
ics’ engineers make it possible to achieve the max-
imum in performance from a given microphone. Own-
ers of ribbon mics will appreciate this feature because
+ ribbon mics tend to be

What i it? A single-channel, vacuum tube-based micro- |
phone preamp with user-adjustable input impedance. |
Who nesds it? People who use a wide variety of micro- |

phones.

Wty is it a big deal? It is one of few (if not the only) mic |
preamps currently in production that offers adjustable in- I

put impedance.

Spedal notes: By matching its input impedance to the
microphone’s output, VIPRE helps get the best possible

sound out of your microphones.
Shipping: This fall
Suggested retail price $2,199

| Contact: For more information contact GT Electronics, a
division of Alesis Corporation, at 800-525-3747 or visit

- www.gtelectronics.com. £Q free lit. #101

particularly sensitive to
input impedance.

At the input stage of
the VIPRE is a mutti-tap in-
put transformer; the taps
can be selected using a
| front-panel switch. Each

tap provides a unique im-

pedance allowing the
| VIPRE to be tuned to your
| microphone.

Impedance settings
inciude 300, 600, 1,200,
and 2,400 ohms. A trans-
formerless input is aiso
provided for a completely

EQ | OCTOBER2OOO |26

By Steve La Cerra

different audio character, and a front-panef instrument
input, featuring a 20 dB pad, is included.

In addition to variable impedance, VIPRE also
provides user control over “rise time” or slope. Rise
time describes how fast the audio circuit responds
to a transient. Faster rise times allow the attack of
a transient to come through more clearly, maintaining
the aggressive qualities of a sound; slowing down
the rise time helps smooth out sibilant sounds, pro-
viding an increase in the “vintage factor.” Rise time
of the VIPRE may be adjusted in five steps from six
volts per microsecond to 0.75 volts per microsec-
ond — a value akin to the transient response of vin-
tage audio gear.

Other front-panei controls for the VIPRE include
coarse and fine controls for gain adjustment. These
aren't pots, but stepped attenuators. The coarse at-
tenuator provides 5 dB steps while the fine attenu-
ator provides 1 dB steps. Besides ensuring accurate
repeatability of gain settings, the attenuators allow
GT Electronics to maintain a completely balanced au-
dio path throughout the device. Maximum gain from
the VIPRE is 75 dB. A VU meter shows the signal lev-
el from -20 dB to +4 dB, but may also be switched
to an expanded view (—60 dB to +9 dB). There are
three further settings that place 0 dB VU at +10 dB,
+20dB, and +30 dB, for more of a *peak response”
in high-gain applications. Complementing the VU me-
ter is a pair of lights, one indicating 3 dB below clip-
ping, the other indicating clipping.

GT Electronics specifically developed a pow-
er supply with massive storage capabilities for the
VIPRE, ensuring that the high-level stages of the
circuitry get the power they need, while rectifier
hum is filtered down to inaudible levels. This helps
the VIPRE capture the full dynamic range of the
source without running out of gas on loud tran-
sients or strong low-frequency signals. u



New processors, new features, new inferfaces, higher

resolution. More capabilities in every box, such as

double-precision 48bit L1 Ultramaximizer for TDM,
88/96kHz support for
many native processors
in every bundle.

And no more dongle.

It's all new, from the Gold, to the Renaissance Collection,
featuring our new Renaissance Reverberator, including
the Renaissance EQ and Compressor. Three of our best,
for our lowest price ever. And the Gold bundles now
contain everything, including the award-winning

C4 Multiband Parametric Processor.

Waves pushes the edge, again, so you can sound
your best.

Call your dealer and find out why so many have said
you simply gotta get Waves.

“._
v Gold Native Pro-FX c4 . Renaissance
“;‘ GOLD Native aaiiiasill Power Plus Multiband Collection
: ~ Pack Native Parametric Native
Processor
Native

Cc4 '™ Renaissance
Muitiband Collection
Parametric

Processor

Get the upgrade from your local dedler.

QOtta phone +1.865.546.6115 | "‘ A

V

www.waves.com
g et wa ves Choice of the Masters
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BltHeadz Phrazer

By Steve La Cerra

hard disk space

What is it? A program that allows importing of samples,
loops, and audio phrases, and facilitates their arrangement
into new composmons
Who needs it? Anyone interested in loop- and ]
phrased-based composition. |
Why is it a big deal® Phrazer bridges the gap between
high-end digital audio/sequencing software, and consumer-
level audio editing software.

Spedal notes: Phrazer can import a wide variety of file
formats and is capable of importing multiple loops or
phrases to the same track.

Shipping: Last quarter of 2000.

Suggested retail price $399

Minimum hardware requirements: Apple G3/266 MHz
computer, 64 MB RAM, OS 8 or higher, and 350 MB of

‘ Contact: For more information contact BitHeadz at 831
465-9898 or visit www.BitHeadz.com. £Q free lit. #102.

A recent introduction from BitHeadz is Phrazer, a
loop-based composition and arrangement program.
Optimized for Apple G4 computers, Phrazer supports
ASIO, Direct I/O, DirectConnect, MAS 2.0, ReWire,
and Sound Manager drivers. Phrazer is intended to
bridge the gap between high-end multitrack au-
dio/sequencing programs and consumer-level
looping programs, providing a friendly, yet power-
ful way to mix audio loops and phrases on-the-fly.
Phrazer lets users import audio files in a variety
of formats such as AlF, WAV, SDil, CD-audio, Acid,
and UDS (BitHeadz' Unity DS-1 sample format).
Files are collected into a Phrazer “"session” where
they can be manipulated in real-time for tempo
changes and/or pitch changes. Tempo may be
changed without affecting pitch, and vice-versa. A
fine-tune function is available for tweaking the pitch.
Several different loops or phrases may be assigned
to the same track within the session, and you can
specify the number of times a loop will repeat be-
fore Phrazer moves to the next loop in the same
track. (This is a depar-
’ ture from most looping
software, which requires
a new track for each
loop or phrase.) Each
track features mixing
controls capable of au-
tomated volume and
pan changes, as well as
DSP-based effects in-
cluding chorus, flange,
reverb, delay, paramet-
ric and shelving EQ,
four-pole filter, com-
pression, and distortion.
Phrazer's main win-
dow displays tracks hori-
zontally, while an optional
mix window can display
tracks vertically, “mixing

EQ | OCTOBERZ0O00O 28

console” style. Two global effects are available for use
on the L/R mix bus while an unlimited number of in-
sert effects may be used per track. Different effects
can be inserted on the same track at different points
in the session (or song).

Sessions may be played either from the com-
puter's hard drive — as in most digital audio editing
programs — or directly from RAM. The switch be-
tween RAM and disk-based playback doesn't require
restarting the computer.

Tracks may be triggered from any standard
computer keyboard or via MIDI keyboard — en-
abling you to start and stop loops or phrases from
your MIDI rig. Multiple tracks can be triggered si-
multaneously using different MIDI note numbers.
Two modes are available for gating tracks: “in-
stantaneous” mode, where a track will play for as
long as the key is held down, and "toggle” mode,
where a track will play continuously until the same
key (MIDI or QWERTY) is pressed a second time.
Separate user preferences are available for both
MIDI and QWERTY keyboards.

Phrazer also includes a sample editor for tweak-
ing audio files and zeroing in on loop points. Since
support for external MIDI communication is pro-
vided, Phrazer can be used with a MIDI keyboard
as a stand-alone phrase player, or in conjunction
with a MIDI sequencer for recording perfor-
mances. Phrazer will also be able to import Uni-
ty DS-1 samples, and supports the Unity version
2.0 “oscillator stretching” feature. Oscillator
stretching allows a sample to be “split” or "sliced.”
Once a sample has been split, an oscillator speed
control allows manipulation its tempo without
changing its pitch. Samples that have been split
inside Unity DS-1 will retain this same functional-
ity when imported into Phrazer.

Once your loops and phrases are imported, edit-
ed, and mixed, Phrazer can render the stereo out-
put of the session as a disk file for export to other
digital audio applications. L]
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: ‘\“ They simply can’t compare to £ INZ/DYM® microphones
N ~ with EV's new Vocally-Optimized Bass (VOB"™) Technology.
'. - VOB" gives musicians and sound engineers clear vocals to
"' : “cut through the mix” and deliver spotless sound.
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EOposs six questions to an up-and-comlng inglneer

There are gigs, and then there are dream gigs. Being the “in-house” guy for the holtest
record label on the planet firmly falls into the latter category, as 32-year old Long
Istand native Paul Umbach will gladly attest. Hooked on recording at the age of 15
{he'd already been playing guitar, drums, and piano for years), Umbach embarked
on his career with a single-minded enthusiasm that paid off shortly after he dectded
to make the move to the Big Apple.

EQ: How did you land your current gig?

Paul Umbach: in December 1998 | phoned a friend named Steve Lunt; we had pro-
duced several bands together over the years and he was working in A&R at Jive Records
al the lime. | told him about my interest in getting engineering work in Manhattan, and
he said, “I've got something better for you.” They were looking for a programmer to run
the writing room for the pop depariment, and Steve knew that my abilities - both mu-
sically and technically — would be a perfect match for the job. Timing truly is everything!

I'm the in-house musician, producer. programmer, engineer, and A&R person,
and | work closely with Zomba Publishing as well, re-demoing the catalog as need-
ed. I've worked with Britney Spears, Aaron Carter, Don Philip. Steps, Ellie Camp-
bell, N'Sync, and the Backstreet Boys.

My schedule is fairly steady — | work Monday to Friday from 10-8 unless we're
tracking or mixing a master. Having regular work hours has saved my marriage!
How did you get started in engineering?

I'm essentially self-taught. After college. | worked as a slaff engineer at Legend
Studios on Long Island for three years. | always tried to make my demos sound
like records, tried to get the most out of every piece of gear. Once | started to use
better equipment. my techniques were simplified and my choices expanded.
Where do you see yourself in five years time?

I want to continue to write. to produce, and to discover talent. However, I'd also
like to be playing a bit more golf!

Who are your heroes in engineering and record production?

Kevin Gilbert, Jon Brion, George Martin, Steve Chapin, Nigel Godrich, David Foster,
Walter Afanasieff, and Max Martin.

What are your favorite current recordings, and why?

The Shaming of the True by Kevin Gilbert. Completed after his death in 1996 by
Nick D'Virgilio and Jon Cuniberti, this is an epic rock opera with artistic sensilivi-
ty. As with most of his work, Kevin conceived it, wrote it, engineered and produced
it, and performed most of it. It's true brilliance!

Bachelor #2 by Aimee Mann. It's got great songs and greal arrangements, awe-
some musicians, and she's got a great voice. Also, anything from Cheiron in Swe-
den: Max. Kristian, and Rami have made the most memorable pop tracks in the last
few years. Next time you hear a Britney, Backstreet Boys, or N'Sync track that they've
done, listen to how well all the layers of sound work together, and how dynamic the
mixes are. They're great songwriters as well!
if you were stranded on a desert island and could only take five
pieces of studio gear with you, what would they be?

My Mac with Logic Audio, my Mackie HR824 monitors, my Fender Telecaster, a Korg
ilon, and an AKG C-12 mic.

€-mail Paul Umbach at paulumbach@zomba.com.
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THE ONLY INGERT COMPREGSOR YOU Wil EVER MEED !

IRIPLE®C can deal with virtually any given source material. The three Compression techniques

combined with an analog style user interface, presets and full MIDI autoam
TRIPLL »C the most versatile and crqonomic Compressor on Lhe market. Insert TRIPL

single channel or on a Sub group and uachieve comprehensive results.

MULTI BAND COMPRESSION

Mults band Compression altows [RIPELeC to speetrally Compress your source nalerial in
three bands independently. The finesse and expression applied using TC's multi-award
winning Compression algorithm ensures thal Low, Mid and High bands processing avoid
typical arfilacts like “pumping” and “breathing” and reacts more mtelligently avoiding
overshoots and unwanted distortion. Consequently Compression hecomes more
transparent, yel more effective.

FNVELSPE 00 MPRESSICN

A brand new type of 1C Fleelronic Compression allows you to alter the
dynamic envelope of the incoming source by changing the Attack and
Release gain. Applying this to percussive source matcerial will allow you to
chimge the original expression and thereby create an entire new sound.
You have never heard anything like it!

FUll BAND COMPREGSINN

The most common form of Compression, TRIPLE®C simulates
the hest analog Compressors with the added luxury of user presets
to achicve that “in your face” full band sound instantly.

PRESETS
50 factory presets optimized for Vocals, Guitar,
Bass, Breakbcats and more + 100 User presets.

24-BT DIGITRL IN/OUBT

24-bit Digital 1/0’s combined with balanced
analog 1/0’s allow 1RIPLI «C to be used in
both digital and analog applications.

TRIPLE®C is available in bolh
single and stereo channe! versions.

t.c. electronic
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24 TRACK PERFECTION"“F
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THE DEDICATED PEOPLE AT iZ" TECHNOLOGY ARE THE ORIGINAL INVENTORS, ;;-,:_‘_—'f

DEVELOPERS AND MANUFACTURERS OF THE RADAR® PRODUCT LINE. —— 1

AtiZ™ Technology we knew we were on to something when we developed the world’s first
24 track hard disk recorder. RADAR® was successfully launched in 1992 by the
people atizZ™ Technology and later distributed by Otari® Corporation.

THE REST OF THE INDUSTRY IS NOW STARTING TO CATCH ON.
THEY SAY IMITATION IS THE SINCEREST FORM OF FLATTERY «
WE ACCEPT THE COMPLIMENT!

With RADAR® 24’s proven track record, 192 kHz
capability, award-winning sound (1999 Mix
Magazine TEC Award Winner), and an
extremely easy to use interface,

it's easy to see why so many peo-

ple'believe RADAR® 24

is 24 track perfection.

Wl‘hner

THIS REVOLUTIONARY, CUTTING EDGE TECHNOLOGY
IS AVAILABLE TODAY STARTING AT ONLY

$4995.00°

CHECK IT OUT, GET MORE DETAILS OR BUY RADAR" 24 TODAY @
www.recordingtheworld.com

OR CALL 1 800 776-1356

— ""’%
A DALY
%
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. RADAR 24% is fully compatible wath RADAR l‘ and RADAR I®
* Award winning, hit making sound ' o \
* 1921z recording engine
* Integrated 100-BaseT Ethernet for networking
* Control RADAR 24" from your MAC® or PC
* Full-function, professional remote control
* No external computer required
* Graphic user interface and wave-form display
* Dual platform, real-time BeOS operating system
* Integrated digital 1/0
* Machine control (9-pin serial and MIDI)
* 2X DVD-RAM backup
* Full timecode sync for all major formats (SMPTE, EBU and MIDI)
* RADAR 24° is Soundmaster® compatible

* More options available online @ www.recordingtheworld.com

CIRCLE 22 ON FREE INFO CARD
The above trademarks are registered trademarks of their respective Werld Radio History

RADAR® . . .

technology

izcorp. com

OWN AN ORIGINAL!
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Carter Burwell (Ieft) and desngner John Storyk |
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— | Body of Work

| Composer Carter Burwell scores fature films in a NYC loft

N

STUDIO NAME: The Body

LOCATION: New York City

KEY CREW: Carter Burwell, Dean Parker
CREDITS: Film composer Carter Burwell has
scored more than 50 motion pictures including
Blood Simple, Fargo, O Brother Where Art
Thou?, Hamlet, Psycho Ill. Raising Arizona,
Miller's Crossing, Waterlahd, Rob Roy, and
Gods and Monsters. Dean Parker is assistant
to Carter Burwell.

MIXING CONSOLE: Euphonix System 5; 24-
fader frame with 96 digital inputs, 72 digital out-
puts, 48 analog inputs, and 24 analog outputs
MONITORS: Genelec 1038A, Custom design
by Ted Rothstein

AMPLUIFIERS: Crown Mictotech 1200 and Stu-
dio Reference Il; Rane MAGS, XTA DP226 dig-
ital processor, Chevin Research A500
RECORDERS: TASCAM DA-98 [3] with IF-
88AE digital audio interface [3], Panasonic
SV3700, SV3800; Pioneer CTW54 cassette deck
OUTBOARD GEAR: Empirical Labs Distressor
[2], dbx 166, 120XDS; Aphex Aural Exciter Type
C, TC Electronic Finalizer 96K, White Electronics
4675 graphic EQ, Brainstorm Distripalizer,
Digidesign 888, Z-Sys 64x64 Digital Router [2]
EFFECTS: Eventide H3000SE, Lexicon PCM70,
PCM80, PCM90; TC Electronic TC2290, Synton
Synthvox vocoder, Roland VP70 Voice Processor
MICROPHONES: AKG C414 [2], C406 lapel mics
[3]; Sennheiser MD421 [2], Shure SM81, Beta 58,
Beta 57, VP88 (stereo mic). Beyer TGX480, Neu-
mann TLM170 [2], Audio-Technica AT822

MIC PREAMPS: dbx 760X [2]
SAMPLERS/SYNTHS: Yamaha TG77, Korg
Wavestation, Roland JD990, S760 [6], JV1080 [2],
D50, S770, SP700 sample player; Sequential
Circuits Prophet VS

COMPUTERS. Apple PowerBook G3, PowerMac

G4, MOTU MTP AV [3], MTP Il [2]
SOFTWARE: Digidesign Pro Tools, Coda Fi-
nale, MOTU Digital Performer
SYNCHRONIZATION: MOTU DTP, Digidesign
SSD (SMPTE Slave Driver)

VIDEQ EQUIPMIENT: Pioneer Plasma Video Dis-
play, JVC BR-5622DXU SVHS, Panasonic SVHS
POWER CONDITIONING €EQUIPMENT: Fur-
man: RL+ [2] and AR-Pro

STUDIO NOTES: Carter Burwell had been look-
ing for a space in the Tribeca area of NYC "for
a long time but | like to have a lot of light and
views and that's not easy to find in this area. I've
lived here for several years and tried for the first
time to separate life and work, keeping my stu-
dio in Hell's Kitchen where it's been until now.
Separating life and work doesn't work for me be-
cause | have no concept of where to draw the
line. I'd rather have the option to work at any
time, and also to walk out of the studio and be
home. Due to the particular shape of this space,
the only area that would accommodate the stu-
dio dimensions is where the bedrooms and
bathrooms were located. Since the studio would
have to replace these rooms, | knew we were
talking about a complete renovation of the en-
tire space. The only logical thing to do was to
bite the bullet. It was a huge project. | had an
architect for the residential part (Cathy Chia)
and John Storyk (Walters-Storyk Design Group)
was my first choice for designing the studio.
Cathy developed designs for the residence, and
we started working months before | spoke to
John — | wanted to have a concept for the look
and feel of the living space first. | kept the stu-
dio as a sort of 'black box' in the drawings be-
cause we didn't know what was going to go
there. We left it alone until Cathy and | came up
with ideas for the residence — it's a minlmal
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ROOM WITHAVU

design with a few beautiful materials, taking ad-
vantage of all the light in the space and not clut-
tering it with a lot of architectural details. Keep
it simple — which of course, is much more com-
plicated than it seems!”

"Once we had those ideas solidified, !
brought John in to design the studio. He came
to my old studio to get a sense of the way | work.
Then John and Cathy started working togeth-
er. discussing how we'd divide up the respon-
sibilities. John had ultimate responsibility for all
the acoustical aspects of the space and how it
would be utilized — the layout of the room and
the location of the gear. Cathy had the re-
sponsibility of making sure that the look of it —
the surfaces really — would match the rest of
the residence. Ted Rothstein handled the au-
dio wiring design.”

“One of the things | loved about this space
in the first place is that we have beautiful views
of New York. Having lived in so many places
in New York over the years, | ultimately re-
solved it necessary for me to have windows
in the studio. | need to have light and to be
able to look out the window to see things. |
spend most of my life in there, and I'm not will-
ing to spend all that time in a dark room. For
months John and | went back and forth with
drawings. He'd send me a plan where the

N
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JOHN STORYK ON DESIGNING

windows would be three feet high. I'd send it
back saying ‘no they have to go to the ceiling.’
Then he'd send another drawing where the
windows were four feet high. I'd say ‘no they
have to go all the way to the ceiling” and he'd
send back a drawing where they were five feet
high! I thought that in the worst case — if the
windows were doing something terrible to the
sound — we could put curtains over them to
pull during critical listening sessions. John
said 'No. we're making it perfect.” and some-
how he did it!”

A\W/ORITE 0t HDAASNT.
FAVORITE €QUIPME! !

“There's several
pieces of new equipment in there which are fab-
ulously enjoyable,” continues Carter. "I know it
sounds silly but the Pioneer Plasma display
really looks wonderful. It's so bright that even
having all these windows and daylight has no
effect at all on the picture quality. My Apple G4
has a Cinema display. which is the largest LCD
made for a computer. By now I've gottén used
to it, but of course when | use any other com-
puter | feel like the screen is too small (and the
machine is too slow!). | use the computer for
essentially everything in my life. so having such
a fast machine affects me all the time. | run
Digital Performer for composing, then transfer
my files into Finale to prepare my scores. t use
Pro Tools for digital editing and premastering.”
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= “TRe basic design prirance. dnd location of the iso booth [In the studio] was fairly obvious. The room worke
| _as Hwider room rathes han a deeper room. The toughest issue really was getting all that equipment into the rgom. Carter
| -has a lot of gear and e need‘s,all of it-Once the gear was configured and the oriéntation of the room was established,
center lines were cresgted. Iniiiallygf considered placing the windows in a perfectly symmelrical fashion, but doing that
_would have meant sedfling off one of the windows on the south side or the room’s right side. We declded to slightly aban-
don the parféx ~; grnetricabapproach so as not to seal off that window. The vocal booth kind of had te be where it
is, so that wind 1‘4:». mto place. In theory one would mirror the vocal booth window on the opposité side of the room,
creating an inner wind \hnd then disregarding the outside windows. That would probably have been okay, buﬂﬁg want-
ed maximum natural light. . B { \
“In general, the overall symmetry of aroom — particularly for a 5.1 room — is very important. But the\‘gare moments
when you can abandon it. A more interesting issue is the big rack in the rear right, which is not dUpl}bate‘.cton the rear
left (or you wouldn’t be able to get into the room). We had no choice but to put that rack there, and it did frighten every-
one a bit. There was no other place to put the gear. | was worried about the possibility of reflection off that rack but it
turned out that when we did the tests on the room you don’t really see it much [sonically]. !
“Typically you enter a control room on the side, slightly to the rear of the room. | generally try to get something to
happen exactly on the opposite side of the room that involves a door. Sometimes there’s a vocal booth, sometimes there’s
another way in and out of the room (which is always nice). Maybe there’s a machine room...if not, I'll create a reason
for the door...maybe add a microphone closet. For me the real reason i$ so that there are two doors in perfectly sym- |
metrical locations. There are some important issues regarding low-frequency absorption: if you’re going to have that
surface on one side it should be replicated on the 6ther side, so thal the lowsfrequency absorption is consistent on each
side of the room. There was no way to do it in Cartét’s room because we were dead-ended Into the corner of this small
room. That scared me a little bit at first, but the impuise responses of the room ook very good. Even with 5.1 the right-
rear speaker didn't pick up a reflection trom that rack. In fact the response from the rear spcakers is almost identical
to that of the front spcakers.” !
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Addicting.

There’s a new Cubase VST on the street.
Version 5.0. And it sounds better, looks
better and feels better than any recording
software you have ever experienced.

All versions support 16- & 24-bit recording
modes and Cubase VST/32 now supports
32-hit floating point files for recording,
mixdown and export. And VST/32 includes
the Apogee UV-22° dithering algorithm -
widely seen as the absolute best sounding
dithering in the industry.

Steinberg’s TrueTape™ process brings
the analog sound to digital recordings.
it accurately models the magnetic tape
transfer process and fets you choose
how hard to drive the signal on to “tape”

Linear Time Base™ MIDI transmission
protocol means the MIDI timing of every

"' "eat' ng: event leaving a MIDI interface can be

guaranteed to sub-milli-second precision.

With a new interface design and more

i |
Spi N s"als gs T o functionality from top to bottom - one faste

S ofCubase UST 5.0 andyou' be hooted.

soun = Get connected to the Cubase community
d at our new user site; www.cubase.net

an,,
asca’,. , N Stainbarg
Ws,' Creativity First™
o"s wiwsteinberg.net + U, (88) 6785100
" Fax (88) 6785199 Fax On Demand: (00) 838-750
Canada: (416) 789-7100 « Fax. (4) 789667

Al yegemawris e the propertes of ther rspectee companies and or 0rgaRgalens,
Al pghts eserved
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Cowboys in Brookiyn

A practice space becomes a studio
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STUDIO NAME: Cowboy Technical Services
Recording Rig

LOCATION: Williamsburg/Brooklyn, NY

KEY CREW: Eric “Roscoe” Ambel, Dan Pifer, Tim
Hatfield

CREDITS: Eric *Roscoe” Ambeél has played gui-
tar with Joan Jett and the Blackhearts, Del-
Lords, Roscoe's Gang, and Steve Earle and the
Dukes. As a producer he's worked with Bottle
Rockets, Nils Lofgren, Blue Mountain, Go To
Blazes, and Cheri Knight. Dan Pifer is assistant
engineer, plays bass with Mary McBride's Pan-
cake Party Boys, and was formerly with God
Street Wine. Tim Hatfield has worked with Steve
Jordan, Waddy Wachtel, Keith Richards, and
Godfrey Diamond. .
CONSQLE: Neotek Elan 32-input, 24-bus with
patchbay

MONITORS: Hafler TRM 8, TRM 12 subwoofer;
JBL EON 10, Furman HDS-6 cue system, HR-6 cue
boxes [6]; Audio-Technica ATH D40fs [8], Fostex,
and AKG headphones

RECORDERS: Otari MX-80 two-inch analog 24-
track, DTR-8S DAT recorder; Studer B-67 1/4-inch
analog two-track, Rolarnd V81680, Teac CD-RW
700 CD writer, W415 cassette deck
OUTBOARD GEAR: Neve 1067 mic preamp/EQ
{4], Demeter VTCL-2 stereo tube compressor,
Avalon 737SP mic preamp/compressor/EQ (2],
Manley Variable MU Stereo Campressor, Dual
Electro-Optical Leveling Amplifier [2]; URE! LA-4
opto compressor [2], dbx 900 rack with 903 com-
pressors [3] and 902 de-esser [1], Altec 436¢ tube
compressor, Universal Audio 1176 limiters [2]
EFFECTS: Lexicon PCM41, PCM60; Eventide
H3000, Instant Flanger; Behringer Dual Intelligate,
Composer; Roland 501 Space Echo, TC Elec-
tronic Finalizer Express, Alesis Quadraverb, Korg
Dual Delay

MICS: Manley Reference Cardioid, Audio-Tech-
nica AT4060, AT4050 [2], AT4033, AT4041 (2],
AT3525 [2], AT3528 [2], ATM25, ATM23 (4],
AT4051, AT4054, AT4055 [2]; Earthworks SR-77
[2], Beyerdynamic M500, M88; Shure Beta 87

MIC PREAMPS: Earthworks, Demeter VIMP-23,
Telefunken V-72 [4]

POWER CONDITIONING EQUIPMENT: Furman
IT1220 Balancen Isolation Transformer
WIRING: Mogami, Canare, Monster Cable
INSTRUMENTS: Hammond A-100 organ, Story
& Clark spinet piano, 1969 Premier drum kit, 1970's
Ludwig metal snare drum, Pearl piccolo snare
GUITAR AMPLIFIERS: Supro amps [4],
Fender amps (8], cabinets [4]; Marshall amps
[2], cabinets [2]; Dean Markley cabinet, Sil-
vertone, Sound City amp, Demeter SSC-1 Silent
Speaker Cabinet

STUDIO NOTES: According to Eric “Roscoe”
Ambel, “The Cowboy Technical Services Record-
ing Rig is currently parked at a practicé spot in
Williamsburg, Brookiyn. It's a two-inch, analog
recording system set up ‘no control room’ style.
Variousstations such as guitar, keys, bass,
drums, and vocals are set up and ready to go
The basement room (23x27 feet) opens out into
a common area with a bar, couches, and a ping-
pong table.”

“Caonstruction of the room was dorie by Rich

Ross. Originally we moved our equipment in hiere
to store it while we were working on the wiring.
But then | just fired it up and did some record-
Ing and mixing with people | know. it's a very
comfortable room. Knowing the instruments,
mics, and preamps makes it really easy to focus
on the music in there. I've had quite a bit of ex-
perience with the ‘no control room’ thing in the
last few years. Hypercardioid mies, small amps,
and the Demeter Silent Speaker Chamber (for a
tube bass amp sound with no bass leakage ei-
ther way) make it work.”
FAVORITE GEAR: “The first thing | got was the
Manley Dual Electro-Optical compressor, and it alt
took off from there. | like to mix through the Man-
ley. Having the Roland VS1680 and a snake that
brings it up on the patch bay gives me the op-
portunity to use tracks that start at home or mobile.
The snake is also great for getting guitar pedals
in and out of the board.”
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MICRO

RCA

PHOTOS BY EDWARD COLVER

RCA LBJ Microphone
Stephen Sank, Champlain
Valley Speaker Company, Albuquerque, NM
circa mid-1960s
Dynamic
80 Hz to 12,000 Hz
Non-directional
67 dBm, referenced to a
sound pressure of 10 dynes per square centimeter (@ 1 kHz)
L -112 dBm, referred to a hum field
of 1x103
30, 150, or 250 Ohms
“TV gray”

Here’s a bit of MicroPhile trivia: what micro-
phone looks like an RCA BK-1A, but has two XLR plugs
at the end of its cable? The answer is a mic that very few
people ever knew about: the RCA MI-11025. Also known
as the “LBJ Microphone," this specially designed micro-
phone actually contains two complete RCA BK-6B (MI-
11017A) miniature dynamic lavalier mics in a housing that
appears very similar to the company’s BK-1A microphone.
The LBJ Microphone was designed by Jon R. Sank for
President Lyndon B. Johnson's 1964 re-election campaign.

The story goes that Johnson had a very strong dislike
of the clutter resulting from multiple mics on his podium.
His dislike was in conflict with the technical need for a
backup microphone during public addresses, just in case
one mic failed. So without his knowledge, Johnson's staff
commissioned RCA to design and build a dual mic that
looked completely like the BK-1A that LBJ was accus-
tomed to using — all the way down to the cable.

To accompilish this feat, a pair of BK-6B mics were set
into a very precisely-machined piece of nylon-type plastic,
which firmly held the mics and provided screw threads for
the top windscreen cover of the outer housing (approximate
dimensions of the BK-6B are 2.6 inches iong x 1 inch di-
ameter). This top screen and the main body casing were
in fact specially designed for this mic. as the BK-1A parts
weren't quite suitable. Even the cable was specially de-
signed as a pair of balanced mic cables in a single round
jacket — completing the facade of a single mic (perhaps
this was the first application of “multi-pair” cable).

Please note that the specifications listed above pertain
to the original RCA BK-6B lavalier microphone.

Historical data furnished through the courtesy of
Stephen Sank (stephen_sank@rjknet.net).

~ | OCTOBER20OOQO |

World Radio History




Even among professional CD
recorders, the Sony CDR-W33
and CDR-Wé66 stand apart.
Three DSP functions fine-tune
your sources.” There’s a limiter
with adjustable ratio. A 3-band
EQ. And Super Bit Mapping®
circuitry that captures near 20-bit
quality on industry-standard 16-bit
compact discs. Conveniences
include wired or wireless remote
operation and even a PC keyboard
input for CD TEXT™ entry. Sony's
24-bit A/D and D/A converters
help maintain resolution.

The CDR-W33 uses standard
unbalanced analog audio, SPDIF
and optical digital I/O.

The CDR-W66 (not shown) adds
balanced XLR analog and AES/EBU
digital /O plus 2X speed duplication
with a second CDR-W66.

The Sony CDR-W33 and CDR-W66
deliver the design and operational
capabilities that professional
applications require. And you
get every last bit of performance
without spending your every last
dime. To find out more, call
1-800-472-SONY, ext. CDR.

* Analog sources only on CDR-W33.

SONY

1-800-472-SONY ext. CCR
www.sony.com/proaudio

©2080 Sony Electronics Inc. All rights reserved. Reproduction in whole or in part without written permission is prohibited.
Features and specifications are subject to change without notice. Sony, Super Bit Mapping and CD TEXT are trademarks of Sony,




16 {otal channels - 4 buses .

18 XDR'" mic preamps - 16 mono nicdine
channels'- 4 stereo aux returns - 6 aux sends
per ch.. 3-band equalization w/swept midrange

1604-VLZ PRO

16 total channels - 4 buses - W0 XDR " mic
preamps - 8 mono micdine channels

Z mic/stereo line channels . Z'stereo line
channels . 4 sterco aux returns - 4 aux sends
per ch. - 3-nand equalization w/swep! midrange
on mono channels . 4-band (ixed equaljzation
on stereo channels - white sidewalls optional

1642-VLZ PRO

J v - 2 \P" ' hl% )
14 total channels - 2 buses + Alt 3-4 ez(a :
stereo bus - 8 XDR™ mic preamps + 8 nivn !
mic/line channels .4 stereo line changels ?; e,
stereo aux returns - 2 aux sends/ch. « 3-band E

1402-VLZ PRO

7
52'1

et

12 total channels « 2 buses + Alt 3-4 extra
stereo bus -4 XDR'™ mic preamps - 4 mono
mic/line channels - 4 stereo line channels . 2
stereo aux returns . 2 aux sends/ch.. 3-band EQ

J1202-VLZ PRO

VLZ PROS have aiso won more industry awards

2000 Mackir Dasegns e Al Rugho e weecd “Mackhir " and the Rusang Man hgyee are registered l/mlnnmlw:é“ﬂ ’k‘a’dib’ﬂ&i‘o}'{/” ADR are tradenn ks of Mackie Designs T




VLZ PRO Series with XDR mic preamps.
Precise creative lools for Serious artists.

f you're serious about your creative
product, your equipment list should

start with a really good mixer.

Our VLZ™ PRO Series has become
the industry standard for compact mic¢/
line mixers. They're used day-in and
day-out by more professionals to create
more albums, demos, movie and broad-
cast sound tracks, commercials and web
casts than any other brand.

They mix and submix in most of
the world’s top recording studios (we
know of one 1202-VLZ™ PRO that’s actu-
ally built into the control surface of a
$1,000,000 digital console). And VLZ™
PRO mixers are in more basement,
garage and back-bedroom home
studios than you can shake a
patchcord at.

XDR™. The finest microphone
preamplifier design ever buill info a
compact mixer,

Because the preamps in mixers have
long been considered a poor second
to $1000 to $2000-per-channel outboard
preamps, Greg and our Analog Engi-
neering Department spent two years of
meticulous experimentation creating a

sonically comparable mic preamp circuit.

According to numerous cynical record-
ing engineers, magazine reviewers and
a lot of satisfied owners, we succeeded.

One reason is the advanced 2068 op-
amps that are a foundation of the XDR

design. They blow away our competitors’

4580 op-amps in terms of noise and
distortion. Consider these real, measur-
able XDR™ (Extended Dynamic Range)
microphone preamp specs:

B 0.0007% Total Harmonic Distortion
B 0.0008% Intermodulation Distortion

2’_

B 130dB total
dynamic
range to
handle hot
digital
sources

M 3Hz to

192kHz
bandwidth

W Ultra-low
mic E.LN. at practical real-world
gain levels

By “practical” gain levels, we mean the
+20 to +30dB normal operating range.
The chart below compares E.LN. for
XDR™ M, an Awesomely Expensive Out-
board mic preamp ® and a compact
mixer @ whose specs claim —129dBm
E.LN....but only at +60dB gain.

M\
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While XDR™ sonically rivals esoteric
designs, it's no creampuff. We also
built in protection against damage from
shorts and “hot patching”...and the best
RFI rejection of any compact mixer.

But don't just take our word for It...

Here are a few comments we gleaned
from just one week of incoming VLZ™
PRO Series owner registration cards:

“Love the XDR mic preamps. . .clean
and sweet!” C.H., Tampa FL

“A quality replacement for a far more
expensive mixer brand.” 1.C., Adington TX

“I was contemplating a couple of
‘" outboard mic preamps ($2000+).
The new XDR preamps let me make my
next purchase a CD burner or an out-
board processor instead.” MM., Miami FL

o @] ©

e
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{han any olher compelitive mixer line. These are just the awards we rememhered (o lake phalos of.

“Great product. XDR's are a great
innovation and the value'’s unbeatable.”
JK Boise ID

“I hooked up my brand spankin’ new
AKG 3000 and all I can say is ‘cool’.”
T.D., Waukesha Wl

“I've been though numerous small con-
soles that were noisy. This one isn’t, so
it’s a keeper!” J.E, Boca Raton FL

“Gorgeous preamps. Nice job, guys.”
1.C., Provo UT

“Nothing comes close to the quality/
price.” PK., Spokane WA

“Excellent frequency response. ..

excellent mic preamp. Worthy of our
Neumann mics.” CM., Atascadero CA

“Killer mic preamps!” RA., New York NY

The VLZ™ PRO Compact Mixer Series:

M Premium XDR™ mic preamps and VLZ™
circuitry for ultra-low noise

M New high-performance 2068 op-amps

M Musical, sweet-sounding equalization at
useful, logical frequencies

M Sharp 18dB/octave Low Cut filters

B Stereo In-Place Solo

B Easy channel level setting via Solo

M Constant Loudness pan pots

B Inserts on all mono mic¢/line channels

B 60mm long-wearing, logarithmic-taper
faders (except 1202-VLZ PRO)

M Sealed rotary controls

B Thick MIL-spec fiberglass circuit boards
B Easy-to-understand manuals

M Best Technical Support in the industry

Call toll-free for a 72-page brochure/
hook-up guide that explains the VLZ™
PRO line in excruciating detail. Or log
on to our web site.

Then visit a Mackie dealer to decide
which VLZ™ PRO model best meets
your creative needs.

Thesa fofks @ sComiC
Wongiaviie, WA USA

Www.mackie.com-800.238.6883
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BONZAI

MRBONZAI@MRBONZAI.COM

spects:

Background

Spinal Tap

Derek Smalls and David St. Hubbins (Nigel
Tufnel was not present due to a severely
sprained pinkie.)

Newsweek calls This Is Spinal Tap (Rob
Reiner’s first film) the “funniest movie ever made
about rock and roll.” Coinciding with the re-
release of the 1984 film in theaters and a new
DVD version released in September, the band
has recorded a new single, “Back From The
Dead.” Suspects were questioned during
sessions at Henson Recording and Mastering
Studios (formerly A&M).

Producer Jeffery C.J. Vanston confided, *|
received a lot of criticism for taking this gig and
disturbing the band’s slumber — kinda like when
those explorers wanted to raise the Titanic. Well,
I thought it was time for Spinal Tap to resurface
and take on the iceberg again! My aim from the
beginning was to resuscitate their dated sound
while also paying homage to whatever is onthe
charts today.”

MR. BONZALI: Have either of you ever had
a spinal tap?

Derek Smalls: Never had a spinal tap my-
self, but “memorable and painful” seemed to sum
up what we wanted to be as a band.

David St. Hubbins: There's a sexual ma-
neuver called a “spinal tap” and | procured one
of those in Singapore. It burned.

Will your kids continue the Tap legacy?

Derek: | don't have any children, so it would
be hard for them.

David: My only known offspring played for a
while in a punk band, gave it up for a bad idea...he
sells T-shirts now in Venice, California. And he's do-
ing very well. So don't hold your breath.

What about the Intemet? Can you pro-
tect your huge success from the big rip-off?

David: Not a chance. That's why we're sur-
rendering most of our creative rights in a blatant
attempt to become better known

Derek: On Tapster.com, we're offering free
downloads of “Back From The Dead " We're rip-
ping ourselves off, and that's really the artist's best
escape — that's the answer to Metallica: Rip your-
self off. Then you've got nobody to complain about.

How does it feel playing this dark met-
al music with one foot in the grave?

David: | can think of no more appropriate place
to keep one's foot.

Derek: What do you mean by that?

Well, uh, you're not exactly kids any-
more...
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Derek: But that doesn't mean you have one foot
in the grave. To me, you've got a foot in the grave
if they've got you hooked up to tubes and they put
a catheter up your willie. None of us are in that sit-
uation, so we still feel that if you don't ook at the cal-
endar, and you don't look at the clock, and you don't
look in the mirror, then it feels the same.

What are your main recording tools?

David: MIDI, ASCII, finger sandwiches, and
Napoleon brandy.

Derek: Pro Tools — at least a couple of the Pro
Tools, a good long cord, and you need a mic, and
a nice long power cord as well. | don't mean a
“power chord,” like what we play, but a splitter, AC.
That's all | need

Do you have any special effects
processors?

Derek: To me, all the special effects really be-
long to the land of guitars. | want the bass to be
clean, and loud, and strong, and dominant. The
more effects you put it through, the more you get
in the way of that. Bass is basically like breath and
the guitars are like speech. So, you want special
effects on the speech, but on the breath you just
want it clean and pure, and straight.

David: | use the Kaori X30, an experimental
compressor that actually increases your guitar's
atomic weight.

Could you compare the recording
process today with that of yesteryear?

Derek: Much quicker, much more focused,
we're able to get much louder without being loud-
er — | don't know how they do that. Much better
take out food and much better parking, really, to
be truthful about it. Always had trouble finding a
place for the Lamborghini in the old days.

David: More snacks available in the studio

IVZNOS "HW A8 O10Hd dV¥1 TVNIdS
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for your convenience ond pleasure

BASF FORMATTED MEDIA

saves time ' S
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saves head-wear Sl
records immediaté

EMTEC Pro Media Inc,,

25050 Avenue Kearny, Suite 203, Valencia CA 91355-1256

phone: 888/295-5551 fax: 661/295-5554

in Canada phone: 800/817-4478 fax: 905/507-1726
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BONZAI BEAT

these days. And the engineers are younger.
And crankier

Did you ever lose anything?

David: No, it's all here

Derek: My virginity, my way to the stage

in that hatchet job of a movie. Of course,
we have found our way to the stage a lot, but
you don't see that, do you? Some money,
thanks to Mr. lan Faith — lost that. Car keys
on about 2,000 occasions

What’s wrong with the Music In-
dustry?

David: Two things: the Music and the
Industry.

Derek: It's an Industry — you just said it
Shouldn't be an Industry. Should be the Mu-
sic Colossus, or the Music Cooperative. You
can't have a "Music Industry” — what do you
call that? It's a moron

What music would you like played
at your funerals?

David: Something of mine, so my estate
will become more valuable. My mum didn’t
raise no fools.

Derek: “Back From The Dead.”

If you could go back in time before
the birth of recording, what would
you like to hear?

David: Al Jolson begging for work

Derek: I'd like to hear what it sounded like
in Beethoven's head after he went deaf

What did you learn from Ozzy
Osbourne?

David: The location of the secret restroom
at the Rainbow.

Derek: Don't bite the heads off chickens

they'll come home to roost.

Who were your musical heroes
when you were getting started?

Derek: Bix Beiderbecke, Stanley Hol-
loway — English entertainer, great musical
artist, and Sir Thomas Beechum, just for his

O
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an IndustryClick solution

Stop by Booth #249 at AES for a chance to win
a deluxe pro audio prize worth thousands!
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All Your Time-Stretching
and Pitch-Shifting Dreams
Have Just Come True...

A new version, more features, now for Mac AND Windows

Pitch 'n Time, originally released in
December 1999 by Serato Audio
Research, has already been described as
the best pitch and tempo control tool
on the market today. It has received
rave reviews from a number of pro

audio magazines and was recently
nominated for the 2000 Mix Technical
Excellence & Creativity award.

With the release of version 2.0, we at
Imaginary Gadgets have built on that
tradition of excellence to deliver a

product which incorporates exactly
what you have been wishing for.

Introduced in this release is an
impressive array of new features includ-
ing multi-channel mode, waveform
overviews, tempo mapping, time
morphing and pitch mapping which
together make Pitch 'n Time 2.0 an
essential tool for your collection.

New in Version 2.0

Multi-Channel Mode allows you to
process up to 48 tracks together while
maintaining their original phase coher-
ency.

Waveform Overviews mean that each
of your graphical editing portals has its
own preview. You can actually see the
effects of your tempo map as it is
applied directly to the waveform.
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Tempo Mapping gives you the power
to create variable tempo ramps and

changes over the length of your sample.

Pitch Mapping allows you to create
amazing pitch-bends and record-
scratching effects by drawing your
pitch change right on top of the wave-
form.
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Time Morphing, this simple yet
powerful feature lets you synchronize
arbitrary cue points: simply move them
where you want them to go in the
output, and Pitch 'n Time warps the
timebase as required!

Pitch "n Time is powered by

intelligent sound

Download your free 15-day trial of Pitch 'n Time

www.pitchntime.com /demo

RE

Designed for

W

(X1

Windowe
Windows"98
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BONZAI

sense of domination.

David: George Formby and the guy who
sang "Sukiyaki.”

Who do you respect and admire to-
day?

David: Those artists who never give up
no matter how many times people suggest
they do.

Derek: Bjork, just for having an un-
pronounceable name and making every-
body try very hard to pronounce it. | think
that's just a great act of manipulation. And

Spinal Tap have gone about as far in look-
ing dangerous and threatening as you pos-
sibly can — to see people looking as safe
as you possible can, is an interesting oth-
er way to go.

What was your most frightening
experience in a recording studio?

Derek: | guess it would be on the origi-
nal “Sun Never Sweats” session, when | came
in one day and they said, “Oh, we've wiped
allthe bass parts off. Sorry.” And then | real-
ized they had just muted them. | was new in
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The distinctive front panel of the Tannoy Reveal Active is not just for show, the
curved baffle has been precisely designed to reduce diffraction. At
1 1/27thick, it is massive enough to  provide the most rigid mounting platform for
the drive units. Two 50Watt amplifiers and an electronic crossover are matched
to a 1" soft dome tweeter and a 6.5” long throw bass unit. Both drivers are ey
magnetically shielded, allowing operation close to video monitors. Tannoy al "y
professional quality and accuracy, at a semi-professional price. chorus
Tannoy/TG| North America Inc.
300 Gage Ave., Suite1 Kitchenar, ON Canada N2M 2C8
Tel:(519)745-1158 Fax:(519)745-2364
Toll Free Dealer Faxline: (800)525-7081
LITERATURE HOTLINE:litplease@tgina.com

Website:www.tannoy.com EXLIRITEFTIERTIREITYY
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dB Technologies:
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0000000 :

'ORD

RATIC
RATIC Premlum Tools » Catalogue of Quallty

CLIENTS
Uncompromising Professionals

TECH NOTES
Inside the dB Think Tank

INNOVATORS
Bruce Hemingway & Dan Lavry

ONLINE
ORDERING

dB Technologies. ..
As the world of audio
continues (o evolve,

dB Technologies has
established the defacto
standard for the very best
in both analog-to-digital
and digital-to-analog
conversion. In today’s
analog/digital hybrid world
dB systems provide the
highest quality tools for
today’s discriminating
professionals.

" Location: ‘i\‘ lEttp: / /www.dbtechno.com
L=

Better Start With
The Best.

WHEN IT COMES TO
DELIVERING THE SOUND
OF QUALITY, THERE'S
JUST NOTHING

LIKE THE BEST.

NC-4496

441
48.0 #
88.2
96.0

V
Tectye
48/96 HIGH
(=]

a
44/88 LOW

|

he dB Technologics® 44-96

Conversion System — gives you

44.1,48, 88.2 or 96kHz sampling
frequencices, wide vari-specd operation,
and can be configured as a 2 to 8 channel
D-A.
combination of both.

2 to 8 channel A-D system, or a

Increasing the quality of all digital
recordings, the 24-bit 41-90 system is
especially suited for basic 2-channel
mastering, multitrack workstations, and
surround sound applications. Versatile
and flexible. the dB 4490 is field-expand-
able as more channels are desired.

dB 44-96 M Series Modules include:

+ NEW! M+ADS824 A 10 D, featuring
112dB dynamic range.

+ NEW! MeSYNC-1 provides multiple
clocking options.

4 MeDAB2 1+ D 1o A. teaturing the exclusive
CrystalLock ™ feature which totally
climinates transmission jitter.

4 MeDDI1-2 and M+DD2-1 AES
single/dual specd translators

+ NEW! M+BY2 Synchronous
Up Sample/Down Sample Converter

From the think tank at

iy

Technologies

Distributed by Audio Intervisual Design
323 845-1155 ¢ FAX: 323 845-1170 * www.aidinc.com
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Unit is 19" wide and will not fit in a mixing console.

dbx"” the Standard in Professional Signal Processing
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It’s Time to Change
the Channel...

In the digital world, you're only as good as your weakest link or channel. So, why settle
for any less than the warmth and integrity offered by the new dbx™ 376 Tube
Preamp Channel Strip with 96k Digital Outs’ For more than 25 years
dbx  has been setting the standard, and the 376 is the culmination of those years of
innovative suceess.

With a feature list that includes a vacuum tube preamp section, three-band para-
metric EQ, compressor and the real kickers: built-in De-Essing and AES/EBU and S/PDIF
digital outputs, make the 376 an all inclusive Channel Strip toolbox that’s just as much at
home in a conventional analog mixer application as it is in a state-of-the art digital work-
station. With the 376 you can bypass the mixer all together, while producing warm and
rich tube mic preamp tones in the digital domain by using dbx”s proprietary Type V™™
A/D conversion system. Stop by your local authorized dbx dealer and tune into all that

is available on the next channel.

* Selectable dither and
noise-shaping algorithm

* 3-Band Equalizer » Selectable sampling rates

» dbx" Compressor (96, 88.2, 48, 44.1kHz)

* Type IV™ conversion system * 24,20 and |16 bit wordlengths

» AES/EBU and S/PDIF digital * Word clock sync input and
outputs output

* Front panel instrument input * Selectable mic/line switch

* +48 Volt phantom power * 20 dB pad

* Tube microphone pre-amp
* De-Esser

PROFESSIONAL PRODUCTS

.1 A Harman International Company

For information call: 1-800-777-1363 ¢ Harman Music Group ® 8760 South Sandy Parkway e Sandy, Utah 84070 ¢ www.dbxpro.com
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There are hit records, and then there are
hit records. Pink Floyd’s 1973 Dark Side
Of The Moon was unquestionably the
high-water mark in the band’s career,
both in terms of creative and commercial

| OCTOBER20OOO |

‘ achievement. Occupying a staggering 14

years on the Billooard charts (an all-time
record) and ultimately selling over 25 mil-
lion copies, the success Dark Side en-
joyed has been unparalleled in the

Dark Side Of The Moon,
synchronized tape delays, and
mixing without drums or bass

| history of recorded music. Though he has
| enjoyed a rich career in the years
| since, Alan Parsons will forever be
| known as the man behind the board for
this incredible accomplishment.

Brought up through the ranks at Lon-
don'’s famed Abbey Road studios, Par-
sons assisted for the likes of Geoff Em-
erick, Ken Scott, and Glyn Johns in the
late '60s and oarly '70s — learning at the
feet of the masters, as it were. By the mid-
'70s, he made the transition to produc-
or, overseeing hit records by Al Stewart,
Pilot, Steve Harley, and John Miles, as
well as striking out on his own with the
Alan Parsons Project, a group of musi-
cians assembled to render Parsons’ own
musical vision.

EQ: Was more care taken with
Dark Side Of The Moon than
other recordings you’ve been in-
volved with?

Alan Parsons: Not really. At the be-
ginning, when we were getting drum
sounds for the first track, it became quite
unpleasant, with Nick [Mason] saying,
“No, it's not there yet; | haven't heard my
drums sounding like drums yet.” We
would agonize through that, and then fi-
nally we would say, “Yes, we think it's
okay now; let's do the track.” Then, after
that tirst period, they would just leave it
to me; there would be no question of the
drums not sounding good, because they
must have just started trusting me.
Somehow everybody relaxed and got
into it and started working as a team.

One of the hallmarks of that al-
bum was synchronized echoes,
but those were the days before
digital delays. How were you able
to achieve synchronization so
successfully?

Good question. It was quite extrava-
gant to put a varispeed on a [tape] de-
lay machine, but if it was considered im-
portant — if a delay needed to be in time
— we would do it. But a lot of the guitar
solo echoes were actually generated by
Dave [Gilmour]'s own gear, on a Binson
Echorec.

Were any of the basic tracks



Finally, a machine that does everything
but deliver your demo to the A&R guys.
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MasterLink ML-9600™. Think of it as a complete mastering house in a box. The ultimate do-it-yourself mixing
and mastering system, with features like advanced 24-bit/96kHz hard-disk recording. Built-in editing and
finishing tools. And the ability to burn your choice of industry-standard Red Book or state-of-the-art
CD24™ formats. Whether you're cutting a new demo, or releasing your latest hot tracks to your adoring
fans. And all wrapped up in one hot little package — yet priced so low, the question isn’t whether you can
afford it — but how can you possibly go on living without one? So don’t wait. Call 800-5-ALESIS or visit
www.alesis.com today. Or better yet, just get off your musically inclined little butt and buy one. After all,

it's only your career we’re talking about here.

ALESIS
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Switchcraft Delivers
More Sound Solutions!
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at’'s because the broadcast/audio industry
continually turns to us for quality components.
From jacks and plugs to connectors and patchbays,
Switchcraft has been improving the sound quality

of recording studios for decades. °
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recorded to a click track?

They recorded to a [standard]
metronome ticking away in another room.
| daresay that electronic metronomes ex-
isted, but we didn't have one. But on
“Money,” for instance, the tape loop be-
came the click track.

It’s probably the first instance
of a loop being used as the
rhythm track.

Probably. We started off trying to edit
that loop sonically and found that there
was just no way of getting it in time; the
only way to do it was by physically mea-
suring the length of one of the sounds and
then duplicating that exact length — oth-
erwise it just wouldn't work. it took quite
a bit of doing, and it was made more dif-
ficult by the fact that it was a four-track
loup on one-inch tape, because we want-
ed it to work in quadraphionic as well as
in stereo.

Was Dark Side Of The Moon
recorded in 16-track or 24?

16-track.

Were there any reductions?

There were. In fact, it was nearly all
second-generation — non-Dolby on the
first generation, Dolby on the second gen-
eration. And if they had their way, the first
generation would have been Dolby as
well; | was actually the one who was anti-
Dolby. They kind of insisted, and it prob-
ably was sensible to Dolby on the second
generation, but we got rid of so rnuch
noise with Kepex noise gates, which were
the new thing at the time. Bass and drums
were reduced down to two tracks a lot of
the time. I'm still to this day praying that
| get the opportunity to remix the album
one day, so that we can sync up |and
work off] the original multitrack tapes

How much time was spent
mixing Dark Side Of The Moon?

Between two and three weeks. We
usually got a track a day done. Some-
times a track would go to two days, but
it was generally pretty quick.

Do you have one particular mic
that you use for vocals most of
the time?

No. [Chuckles.] Since the Audio-
Technica 4033 came out, | favor that. But
I'm happy with any good mic. [Neumann
U] 47s, I've had a lot of luck with, but
they're unreliable; FET 47s are usuaily
fine. [Neumann U] 87s are rather boring
as a choice; I've tended to avoid 87s as
a vocal mic, just because it's what
everybody else was using, though I've of-
ten got good results with them.

The vocals on your records
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have good presence, but they’re
never even close to sibilant.

That's probably because i favor
adding top during recording and de-es-
sing afterwards. | have almost never
recorded a vocal flat. | like to hear the
sound at the back of the throat, and if it's
at the expense of increased esses, then
I'll take them off later. | boost 10k shelv-
ing, as a general rule. But | don't like hard
top on vocals; | always like the sort of
breathy, airy top. sa sometimes | might
start at 12, even 14k, and do more of it.
With some voices, you can literally go as
much as 6 [dB] at 14 [kHz], and it won't
be at the expense of esses.

Do you ever roll out mids to cre-
ate the smile curve?

Occasionally but I'm more likely to do

"You can succeed
through breaking
the rules and
doing nothing €else”

that on strings and electric guitars,
where you're likely to get that hard, clangy
top end. Especially if you're close-miking
strings, you tend to get undesirable 2, 3,
4k nastiness. You just put a bit of airy top
on and take a little 1k, 2k out — that usu-
ally sorts it out.

You always use reverbs and de-
lays in a very creative way. How
are they set up?

There's always delay on the send, and
the send is nearly always moro. | think the
predelay is the most important component
of any reverb — it adds character — and
it's the first button | reach for when | put
on areverb.

Do you typically EQ the sends
or the returns?

I'd much rather EQ the sends than the
returns. I'll roll lots of bottom out; occa-
sionally I'll roll off top end as well. I'm quite
happy for a very middly signal to be go-
ing into the reverb.

Do you use tape machines for
the delays?

I don't possess any analog tape ma-
chines any more! [Laughs.] For the last
several albums, I've been working with
digital machines. And digitat delay is fine;
you can achieve maost of the artifacts of
tape if you want, just by rolling off a little
bit of the top end on the send, it'll come
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back a little duller with each repeat. You
can overdrive it, you can distort it.
Are you big on compression?
| hate compression with a vengeance.
1 avoid it. 'm a great believer in the dy-
namic range being preserved. I'll limit

rather than compress a vocal in order to |

get it at the best dynamic range on tape,
but I'll still be riding it [manualily] on the
mix. | never use compression on drums;
| just hate that sucking sound.

Unless it was an effect, | would nev-
er want to hear a limiter or a compressor
working. That said, there are classic ex-
amples of great compressed sounds on
vocals; “Lady Madonna” is one of them.
It's a great vocal sound, but it is a spe-
cial effect.

When you record bass, do you
take a DI signal or amp signal or
both?

Always Df; | can't be bothered with an
amplifier. They're noisy and they crack-
le and they hiss and they often don't rep-
resent the sound of what the bass play-
er wants because they're turned up too
loud. At least with the DI, you're hearing
the instrument. You can emulate the

sound of just about any amplifier with
enough processing inside the control
room. | haven't miked a bass amp for
years.

Do you have a favorite DI box
for bass?

Not particularly. | always use passive
Dls, not active ones. | remember doing
an evaluation of DI boxes, and there were
only subtle differences between the dif-
ferent models.

When you record electric gui-
tar, do you use the standard mik-
ing technique of a 57 up against
the grill?

[Laughs.] No, never. Every engineer
I've ever come across — especially live
engineers — has always had the mic
touching the cloth, and the first thing | do
is move it away literally a foot. Let's hear
what the amplifier sounds like, not what
the cabinet sounds like! I've always
thought that most people mic guitar
amps too closely. They supposedly
make it up with an ambient mic, but |
much prefer to find a mic position that
works and process that, rather than mix
in too much ambience.
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What mic do you
favor for electric gui-
tars?

| like the Neumann 86
for guitars. | always use
condenser mics on a gui-
tar amp, never dynamics
— they're too telephoney.
That's an unfair expres-
sion for a very good dy-
namic mic. but by com-
parison to a condenser,
you're not going to get the
bottom end.

So you use a
small-diaphragm con-
denser mic about a
foot away from the
amp?

Yeah. | might have it
even further away if it's a
very loud 4x12 cabinet -
as much as four feet
away. | think people can
be over-worried about the
separation aspects of a
guitar on a live tracking
date. It's much more like-
ly that the guitar is going
to go elsewhere rather
than anything else getting
into the guitar mic. You
can be four feet away
from a guitar with a full
band playing, and you're
not going to hear very much of what else
is going on; it's going to be the loudest
thing in the room.

Are you a leakage fan or is that
something you fight?

| don't worry about it. | use it if it's
there; if it's a problem, I'll try and get

T hate
compression with
a vengeance”

some volumes adjusted. The worst case
scenario is live drums and piano — that's
always the nightmare — but the way
around it is to move the piano as close
as possible to the drums, which is con-
trary to what you'd think. | move it clos-
er, because it's the time delay that's the
problem, not the actual separation.

Do you use room mics a lot?

| think that's a fashion thing. Room
mics became very fashionable when the
Phil Collins gated snare thing became
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trendy. They never really excited me hugely; | prefer the ver-
satility of making those decisions after the event rather than
with the event.

Do you always multi-mic drum kits?

Nearly always, but | try and steer away from using two mics
on the snare. | prefer a good over-the-top snare sound, with
perhaps a little more EQ than I'd like to get the brightness |
need, because the hi-hat tends to creep in if you add too much
top. | usually mic the toms over; | very rarely have any luck
under-miking them, unless the bottom skin is off.

| always use a [Neumann] KM 84 on the snare; | could nev-
er get a sound | was happy with using any mic other than a
KM 84. I'll use anything on the hi-hat, really; 'm not fussed
about that. And | use dynamics on the toms — they're the only
things | ever use dynamics for, apart from the kick drum, where
| usually use a D112 — that's the punchiest kick drum mic I've
found.

Also, whenever | can, | put ribbon mics overhead, because
| like to pick up a little bit of the room, and they're figure-of-
eight. That was something Geoft Emerick taught me. | have
a pair of Telefunken 4038s, and if {'ve got them with me, I'll
use them for overheads.

How will you EQ the drum kit?

On the snare drum, lots and lots of 10k shelving, to make
it fizz — a close condenser mic on a snare always sounds kind
of puffy. If I'm using the ribbons overhead, I'll put a bit of top
end on those, because they're dull-sounding mics; if I'm us-
ing condensers overhead, I'll use them flat. Hi-hat, because
you're using so little of it, | would tend to make it flat as well.
Toms, it depends what you want out of them, really. If you want
a boomy tom, then you put a little bottom end in and take a
bit of midrange out; if you want a hard, clicky tom, either leave
them alone or add some mid.

Do you use the overheads for full-range signal,
or do you filter out the low end?

| don't think I've ever found the need to filter them much.
There's something about the general air that you create with
the overheads; if | was filtering off the bottom too much, I'd
feel that that wasn't being achieved.

So you're really creating the drum sound from
the overheads, using the individual spot mics to
fill in.

I'd say that. The single most important things in rock 'n’ roll

— let's face it — are the kick and the snare. That's really what
you need, and everything else is on top of that. I've always
found it slightly difficult to get the toms to be in the same room
as the kick and snare; that's something you have to sometimes
fight a bit to get — to make it sound like it's coming from the
same source. And that's where the overheads can help — the
air around them can help make the drums sound like they're
all in one room.

Probably the hardest thing for the project stu-
dio recordist is to get the low end right — to get
it tight without being flabby or woofy. What kind
of tips can you pass along for achieving this?

The key is understatement; don't overdo the bass. A lot of
records are so kick drum-driven; it becomes so much of a fea-
ture. You look at the meter and the kick's right up to zero and
all the rest of the music is down there.

Are you saying it's more to do with level than EQ
or compression?

It's mostly level. There are a lot of records | dislike where

EQ | OCTOBER2OOO -G8



MASSIVE

aB
BANDY/IDTH

-

-

. .‘rgl

\

MASSIVE PASSIVE
STEREO EQUALIZER

A PICTURE IS WORTH A THOUSAND WORDS...
Perhaps, but would photographs of our
Variable Mu or YOXBOX have created their

successes alone?

You have to hear this gear. You have to use
this gear. Put your hands on the knobs and
crank ‘em.

Enginé¢ers who have already gotten hold of
the MASSIVE PASSIVE have told us: “Why

does it make everything sound so much
better?”, “It’s organic and orgasmic.”, “It’s a
fa#tking powerhouse.”, “It’s unlike any other
EQ.”, “This is IT. The sound I’ve always dreamt of

but couldn’t ever get until now.”

GOT THE PICTURE?

rneeumcv HE ﬂ
100 130 220

390 56° 820 K 2K2
" 230 M 270" we || 680w, ‘xa K
- ~ - ~ ~
7z f ™~

PASSIVE STEREO TUBE EQ

560-27K
BOOST SHELF

N4
0 a8 20 i da8 20 0 d8 20
BANDY/IDTH BANDY/IDTH BANDWIDTH

nlr\.’ |~ Y e
vc_< J-L <

FREQUENCY HZ FREQUENCY HZ
XS 2K7 31'(9 5K6

§ 180- K8 [ 470~ K7 M K2-
\ K7 B 3307

Craig ‘HUTCH’ Hutchison designed these

monsteys... The MASSIVE PASSIVE

is a two channel, four band equalizer,

with additional high pass and low pass

filters. “Passive” refers to the tone

shaping part of this clever new EQ

design not using any active circuitry.

Only metal film resistors, film

capacitors and hand-wound inductors

sculpt the sound, kinda like a Pultec EQ

on hyper-steroids. Super-beefy, hugely-

high-headroom Manley all-tube make-up

gain amplifiers deliver your tunes into the
next realm. You’ll need to experience this.

Contact us for your nearest authorized MANLEY dealer.

MANLEY LABORATORIES, INC.
13880 MAGNOLIA AVE.
CHINO, CA. 91710 USA
TEL: (909) 627-4256
FAX: (909) 628-2482
emanley@manleylabs.com
http://www.manleylabs.com

CIRCLE 36 ON FREE INFO CARD

. )
]fl\l

Ay "World kadloﬁnstcr] <

P | e AN



TECHNIQUES

DECIBELS

Everything you wanted to
know about dBu and dBV
but were afraid to ask

~‘Demystified

by David Stewart

Most people who've been in audio even
a short time are -acquainted with our
friend the dB. Short for “decibel” (1/10 of
a Bel), the dB was conceived nearly a
century ago by the scientists at Bell Labs,
who defined early standards for mea-
suring signal and sound levels that are
still in use today. However, modern
equipment is so different from what was
used back then that many previously

important concepts now appear irrele-
vant. And along the way, the dB has
been twisted and turned to measure dif-
ferent things under different circum-
stances, leaving us with a legacy of terms
and concepts confusing to even the most
savvy among us. Those with an ambition
in audio engineering better know this
stuff, but can those with a simple desire
to record their music get by without it? For
the most part, the answer is yes — but
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there are some potentially serious twists
and turns along the way that you need to
be aware of.

The most notable of those is the
dreaded -10 dBV versus +4 dBu issue,
which you've probably already encoun-
tered. It's likely that many people would
naively connect the two kinds of equip-
ment together except that they usually
use different kinds of connectors
(providing the first clue that they aren't
compatible). Of course they can be con-
nected together using adapters — and
it turns out that the different connector
types have more to do with balanced
versus unbalanced signals than the lev-
el differences — but the results of mak-
ing such a connection are usually poor.
Levels don't match. Meter readings are
all wrong, and you hear noise or distor-
tion. So what's going on?

The problem can be summarized this
way: +4 dBu and -10 dBV each repre-
sent a reference voltage defined as the
nominal operating level of audio equip-

i ment. However, dBV and dBu each use

a different reference voltage, which
means the difference between -10 dBV
and +4 dBu isn't 14 dB (a common but
erroneous assumption).

The Geeky Techno-Math Stuff

\
1 You Hate

Don't worry, we're going to make this as
painless as possible! Both the dBV and
dBu are decibel references to a specif-
ic voltage without regard for impedance.
This means they only specify the voltage
present and not the power transferred in
a connection. The “zero reference” lev-
el for the dBu (in other words, 0 dBu) is
equal to 0.775 volts, while 0 dBV is equal
to 1 volt.

The formula for working with voltages
is 20log (V1/V2). By plugging the zero ref-
erence voltages into the formula, and ap-
plying our long-dormant math skills we
can determine the voltage specified by
the +4 dBu and -10 dBV nominal oper-
ating levels:

20log (X/0.775) = +4 dBu

Solving this equation, we find that
X, the voltage specified by +4 dBu,
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DECIBELS

WHO CARES?

Does this whole dBu and dBV thing really matter all that
much? Can’t you just plug in your gear and live with the lev-
els being off some, perhaps making up for it with trim or fad-
er adjustments? The answer depends on whal you're doing.

In critical situations where you want the lowest noise fioor
and maximum dynamic range, yes, it really is important to
have the levels properly matched. In other applications, you
can sometimes “fudge” it, especially when using equipment
that has input and/or output level controls — your ears
should always be the final judge.

equals 1.23 volts.

20log (Y/1) = -10 dBV

Solving this equation, we find that Y,
the voltage specified by -10 dBu,
equals 0.316 volts.

Now it starts to become apparent
where the problem lies. When analog au-
dio equipment shows zero on its input or
output metering, you know (assuming it's
calibrated properly) that the level is at its
nominal or “zero reference” fevel. For ex-
ample, if you feed a typical hi-fi (-10 dBV)
cassette deck a 0.316 volt signal, its VU
or LED meter should be right at zero (just
before going into the red) when it's input
is set at “unity gain.” Similarly, if you put
a 1.23-volt signal into a professional mul-
titrack machine's +4 dBu inputs, its me-
ter should go to zero (again, assuming
unity gain).

But if you connect the output of the
—-10 cassette deck to the input of the +4
multitrack, what meters at zero on the
cassette is way down on the multitrack.
While this specific scenario may not be
that common, the need to connect -10
gear to +4 gear is commonplace. For ex-
ample, a typical audio mixer may have a
maximum output of +26 dBu, which is
15.5 volts. Plug that level into a piece of
—-10 dBV equipment and the meters will
be off the scale and unit will likely be in
full distortion. You'll get a correspondingly
weaker signal by plugging a—10 device's
output into a +4 input on the mixer.

In the land of the dBV, the above men-
tioned 15.5 volt signal equals 23.8 dBV.
“Huh?" you're probably saying. “That's
2.2 dB less, so it should be a lower volt-
age level.” But that's not true; remember
the reference voltage difference between
dBu and dBV: 15.5 volts is both 23.8 dBV
and 26 dBu. There's always a 2.2 dB dif-
ference in dBu versus dBV with any giv-
en voltage. You can prove this by plug-
ging their reference voltages into our
formula:

20log (1/0.775) = 2.2 dB

This one fact has caused the most
confusion for people who try to under-
stand the difference between dBu and
dBV. If we plug in the actual voltages we
use for +4 dBu (1.23) and -10 dBV
(0.316) we'll get the real difference be-
tween the two:

20log (1.23/0.316) = 11.8044 dB

Voila! There's approximately 11.8 dB
difference between the zero reference or
nominal signal level of equipment rated
at +4 dBu versus —10 dBV. (By the way,
did anyone notice that 11.8 + 2.2 = 147)

Metering

What does this look like on your meters?
A -10 dBV device outputting a signal at
its “zero” meter level is outputting =10
dBV, which we have shown to be 0.316
volts. This is its zero reference and that
level is equal to -7.8 dBu, but shows up
on the meters of a +4 dBu device as
-11.8. (See the accompanying chart to
make more sense of this.) In order to get
the +4 dBu device up to its “zero” level
on its meter, you must drive the -10 dBV
device untif its meters register +11.8 dB,
at which point it is outputting 1.78 dBV,
or 1.23 volts (which equals +4 dBu). Most
-10 dBV devices can deliver this much
voltage, but it puts them awfully close to
clipping. At this point, you're about out of

headroom on the output device (at near-
ly its maximum level), while you're just be-
ginning to drive the +4 dBu device. When
the ~10 dBV device peaks or clips,
there's still tons of headroom (probably
at least 11.8 dB) available in the +4 dBu
device

Of course the tables get turned the op-
posile way if you're diiving a +4 dBu de
vice into a -10 dBV device, where a rea-
sonably high output signal from the
source device will usually cause overload
in the target device. Perhaps you can turn
the level down at one end or the other, but
this may compromise your signal-to-noise
ratio. For these and other reasons it's gen-
erally not advisable to interface the two dif-
ferent kinds of equipment together with-
out some sort of gain stage in between
that properly changes from one level to the
other. There are many such devices avail-
able in various price ranges. Most of these
also take care of balancing the unbal-
anced signals and vice-versa.

Pro Versus Semi-Pro
Why is —10 dBV equipment sometimes
considered “consumer” or “semi-pro”?
The -10 dBV standard arose because
manufacturers were looking for less ex-
pensive ways to build equipment. The
components required to drive 0.775 volts
(with headroom to spare) into the 600
ohm loads of the day were relatively ex-
pensive. As equipment with higher input
impedances came along, designers re-
alized they could use lower voltages and
save money. The —-10 dBV standard took
off in the consumer hi-fi industry, while the
pro audio and broadcast industries
were still building and using gear refer-
enced to dBu and dBm (a standard
based on power transfer rather than just
voltage). Once —10 dBV gear began to
cross over into professional use, the trou-
ble began.

It's important to understand that there

ONLY TWO STANDARDS-”
YOU MUST BeE KIDDING

You might think that all equipment is rated at either -10 dBV
or +4 dBu, but that’s not the case. After all, why have just two
standards when you can confuse the issue with more? 0 dBu,

+8 dBu, 0 dBm, 0 dBV, and 0 dB (whatever that means) are a
few of the operating levels you may find on equipment. And
don’t forget about “dBv” (little “v”’), which is the old way of ex-
pressing dBu. There are valid reasons for some of these other
level standards, so when you encounter equipment using
them, you just have to deal with the situation.
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isn't as "good” as +4 dBu has lingered in
our industry. It isn't always true, and in

TABLE |

setups where you're given a choice be-
Meter Reading dBv Volts dBu Meter Reading tween the two, it's sometimes preferable to
+16 ... +6 . 2 +8.2 +4.2 use the —10 dBV unbalanced connections
+11.8 +1.8 . 1.23 . e o rather than routing your signal through an-
+10 0 1 +2.2 -1.8 other gain stage to balance it and raise the
+7.8 -2.2 . 0.775 o _4 level up to +4 dBu. ,It. all depends on the
+4 6 0.5 3.8 -7.8 gear and your specific circumstances.
+1.8 . -8.2 ..0.338 . -6 ... ..—-10
0. .. =10 0.316 -7.8 .. -11.8 Just a little bit of knowledge is all that it
-2 -12 -0.250 -9.8 .. -=13.8 takes to understand how dBu and dBV re-
-2.2 . -12.2 ..0.245 [0 SRR R -14 late to one another. Having put on your
-10 -20 ... 0.1 ~17.8 . ~21.8 propeller beanie and thought your way
=30 -40 ... 0.01 -37.8 . ..—41.8 through this article, you now have the
-50 -60 0.001 57.8 -61.8 background required to figure out what

those two reference levels actually mean

in terms of interfacing your gear in the real
world. Never fear a decibel again!

A summary of the different meter and dBu/dBV values for various
signal voltages. Numbers highlighted in blue represent dBV and dBu

reference voltages, while numbers highlighted in red represent dBV
and dBu zero meter readings.

ly g ) volt (
dBV) nominal level compared to a 1.23 volt (+4 dBu) signal in
today's equipment. However, since the +4 dBu standard is usu-
ally applied to high quality “pro” gear, while the -10 dBV stan- |
dard is often used with unbalanced connections — and some- |
times on gear of questionable quality — the stigma that—10 dBV |

This article is based on a version previ-

ously published on the Sweetwater Web

| site (www.sweetwater.com). Special thanks to Don Al-
banese for his assistance with this article
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Easy steps to

MIXING . .
tighter mixes
__Bﬁ B =
by David Torrey ers. The two common positioning tools are | rhythm guitars, keyboards, and back-

There are a lot of things that go into cre-
ating a great-sounding mix; as well as
things that should be avoided to prevent
hassles later in the production process.
As a mastering engineer, | see the same
problems over and over — problems that
could be avoided without too much dif-
ficulty. Here's how to create problem-free
mixes that are ready for mastering.

Plading The Tracks

Positioning a mix's tracks involves both de-
termining how instruments are positioned
from left to right in the stereo field, and cre-
ating a sense of depth “behind" the speak-

the pan pot, which positions a sound by
controlling its refative volume in each chan-
nel, and reverb, which creates a sense of
space. Short delays at the beginning of a
reverb signal, called early reflections, cre-
ate “room sound” and a feeling of size,
while the longer reverb tail can simulate a
large space and add depth.

Panning Tips: Keep instruments
that convey power and solidity in the cen-
ter of the stereo field, unless you want a
retro ping-pong stereo feel. Kick, snare,
bass, lead vocal, and most instrumental
solos all benefit from being positioned in
the center. Tracks such as doubled

EQ 'OCTORERRAPO ! ¢

ground vocals can often be panned out
to create a sense of space. Toms and
drum overheads are usually placed at
about halfway out so that they sound nat-
ural, but still give the mix some width.
Monaural Compatibility: One hall-
mark of pro mixes is that they sound great
in mono. This is important for songs that will
be played on FM radio. In fringe listening
areas, most stereo receivers automatical-
ly revert to monaural reproduction to reduce
noise. You can't control when this will hap-
pen, but you can make sure that you don't
aggravate the situation. Frequently hit the
mono button on your console when you
record and mix. This combines the left and

D 4 right channels into one signal that's sent to

both speakers. When you switch to mono,
the stereo image will collapse to the cen-
ter, but both the tones of the instruments
and their relative volumes should stay the
same. If the sound or level of an instrument
changes drastically, there's a phase prob-
lem that needs to be addressed.

Mix Balance

After the instruments are positioned, you
need to set the correct volume and tone
for each. Volume is fairly easy to set.
We've all heard well-balanced mixes on
CD and radio. If you can clearly hear
what an instrument is playing, then the
volume setting is close.

The tone part is harder. For discus-
sion, tone can be broken down into two
components, spectral content — bass,
mids, and highs — and attack, the lead-
ing edge of a note. On a wide-range in-
strument, the fundamental tone conveys
power, the lower harmonics (midrange})
convey sense of fullness or présence,
and the higher harmonics, attack and de-
finition. A few examples:

Midrange: Guitar and keyboard
leads need to be forward in the mix. To
make this happen, consider using the
midrange EQ control. The 1 to 2 kHz fre-
quency range is critical to the body of the
sound. Players doing metal styles tend to
cut this range out to create an aggressive
sound, but if you pull it too far back,
the presence will disappear. If your EQ
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WML www.mackie.com - 800/258-6883 Thanks to all who helped us win this prestigious award.

“REASONS NOT T0 BUY
A MACKIE D8B...ZERO.”

—Roger Nichols, E) Magazine

PLUS 3 MORE REASONS T0 GO FOR In.

FREE UPGRADE!
NEW 0S 3.0 ADDS
OVER 30 NEW FEATURES! —

Our Programming Department has been chugging the double - |
lattés to create Mackie Reaitime 0™ Version 3.0, packed with AN TA RE S nsp Pl“a INs'
more new features and enhancements than you can shake a mouse at. .

Here's just part of what 3.0 adds to the already amazing D8B.

* New key (sidechain) inputs for all 48 onboard dynamic
processors featuring soft knee architecture and single band
20-20k parametric EQ for frequency dependent processing such
as de-essing

* 3rd-party plug-ins via our new UFX card. Up to 16 simultane-
ous plug-ins on the first 48 channels, pre or post DSP, pre-fader
via up to 4 UFX cards. Each plug-in is available twice —
once when tracking, and again at mixdown!

* Multiple Undo List — 999 levels!

* New Snapshot libraries.

© Externally or internally accessible inserts across
Mains and Buses plus channel inserts pre and post DSP

* Updated GUI including 48-channel fader bank view screen.

* Time Offset (delay) adds a delay of up to 999 samples =
to the signal at the pre-DSP (dynamics / EQ ) point in the Punch” and further Drawmer innovations.

Sl o IVL Technologies® VocalStudio
* New surround capabilities including depth-of-center PR  provides real time vocal doubling, multi-part
control (LCR mixing with divergence), multiple surround panner TV L U 12 monies and pitch correction in an easy-to-
window, individual LFE channel level control. g B8 use interface. A free demo is built-into the
* Multiple direct outs per channel. Digital 8* Bus. Just add a second MFX card
* Optional level to tape fader control. to own this innovative plug-in from a world
* Assignable, bidirectional MID! control of all parameters. , : leader in vocal processing.
* Cross patching allows substitution of channels between W E TC Electronic Reverb (bundied with
various banks. | !JLLJJ the D8B UFX card) provides Reverb | and
Reverb 2 algorithms from the renowned TC
Electranic M2000 Studio Effects Processor, TC
FX upgrade package contains an expanded
set of M2000 reverbs plus Delay, Chorus, and
Pitch. TC 2000 adds the TC M2000's Reverb 3,
de-essing, tremolo, phasing, and panning.

1999 TEG AWARD
WINNER! &

Antares’ Auto-Tune for the D88 uses
advanced DSP algorithms to detect the incom-
ing pitch of a voice or solo instrument as

it's being tracked and instantly pitch-correct
it without introducing distortion or artifacts.
Fully automatable.

Massenburg Parametric EQ. MDW
2x2 High-Resolution Parametric Equalizer
plug-in from Grammy-winning engineer/
producer George Massenburg. Mono/stereo EQ
at 96kHz sample rate for unprecedented clarity
and high frequency smoothness.

Drawmer offers two dynamics packages for
the D8B: ADX100 includes their industry stan-

dard frequency conscious gating, phus compres-
sion and limiting; ADX200 adds variable “Peak

umbied iy {v;-

The list of top engineers and producers who use the award-
winning Mackie Digital 8 * Bus is growing daily. For info on
the D8B, new UFX and Optical ® 8 cards, 3rd-party plug-ins
and how D8B owners can get their free OS upgrade, visit

www.mackie.com or call your local D8B dealer. _ﬁ

®

Normally we don’t name competitors in our ads. But in this case, Mix Magazine
B, é / reali f published the other nominees for the 1999 TEC Award for Outstanding Technical
77%‘ jil & /‘/‘7 ems Achievement in Small Format Consoles: Allen & Heath’s G5-3000, Digidesign’s
ProControl, Panasonic's WR-DAT, Spirit's Digital 328 and Yamaha's OIV,
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includes a bandwidth control, start with a
one-octave setting

Enhancing Attack: Many engineers
assume that treble EQ is the best way to
produce attack. While it's common to
chase clarity this way, you can end up
with the treble cranked on every channel,
and things will start to sound tinny. Try us-
ing compression, which can control the at-
tack and smooth out volume variations at
the same time. Adjusting the compres-
sor’s attack control to a slow setting will
let the sound's leading edge pass
through, while the body of the sound is re-
duced in level. This gives increased de-
finition. A faster attack setting will clamp
the leading edge, so the body of the tone
will dominate for a fatter sound. Set the re-
lease controt so that the compression cy-
cle is finished by the time the next note is
played. With the right setting, you'll have
a clear tone without the added grit that
sometimes comes with treble boost.

Tighter Low End: Compression can
doa lot to give the bottom end more weight.
The attack of a kick drum or bass guitar will
get your attention, while the body of the
sound moves the air. It's worth spending
whatever time you need to get solid lows.
You can build anything on that foundation.
If you fail, the track will never have power.

Sub-Bass: Watch out for frequencies
below 40 Hz. They eat up headroom in the
mix and are too low to be heard on a
many systems. An exception might be
five-string basses or hip-hop drops that
are designed to rattle the windows in the
car next to you. Even in those cases,
much of the power comes from the sec-
ond harmonic, around 80 to 100 Hz. Many
engineers roll off everything below 40 Hz
to make the mix sound cleaner.

Snare Level: Most "pop” tunes ben-
efit from a strong backbeat. You can mix
snares hot because they're staccato, but
they'll sound weak without enough low/mid
body. Try stepping on the initial peak of the
sound with fast-attack compression, and
allow the body to come through as the
gain control circuit releases.

Vocals: Everyone loves “air” and vo-
cal clarity, so 10 kHz gets boosted. Con-
sonants become more understandable.
and you hear throat sounds. If you love
this, be sure to add a de-esser to your
equipment rack. De-essers can control
just the excess sibilant sounds that lie in
the 8 to 13 kHz range, while leaving the
detail and body of the sound untouched.

Add some low-ratio compression to
help the consistency of the performance,
and you're 90% of the way to solid vocals.
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Your Other Monitors

Every mastering engineer has faced mix-
ing disasters thal can be lraced back to
good people using bad monitors. It's tough
to make good mix decisions if you can't
trust what you hear. To make matters
worse, most speakers aren't placed in the
optimal location in the listening room, and
the room itself contributes even more prob-
lems. In short, your speakers may be lying
to you, especially in the bass frequencies.

What's the solution? You could spend
next year's mortgage payments on speak-
ers and room treatment...or maybe not. In-
stead, let's talk headphones. You already
have several pairs in the studio for over-
dubbing, right? Forget those — we need
reference quality. I'll stick my neck out and
recommend three fine examples:
Sennheiser HD600, Grado RS2, or my fa-
vorite, Stax Lambda Nova with tube amp.
These carry street prices of around $330,
$450, and $1,500 respectively. Ouch! Not
cheap — but worth every nickel.

Listen to five minutes of well-mixed com-
mercial music on any of them. Then listen
to one of your mixes. The differences will be
easier to spot with headphones. This is be-
cause you've eliminated the room from the
equation, and your ears are hearing only di-
rect sound. Plus all of these units are pret-
ty accurate down into the deep bass. Think
of them as nearfield monitors on steroids.
Headphones can't take the place of moni-
tors; you'll still need speakers to check pan-
ning, since phones exaggerate the stereo
image. And phones won't hit you in the
chest with massive bass tones the way that
speakers can. But they can be a great sec-
ond reference and a good magnifying glass
for questions of balance and tone. You will
hear stuff that was lost through your
speakers. Consider headphones one more
tool for achieving the Holy Grail — mixes that
translate well across many speaker systems.

Mixing Technique

It's easy to get overwhelmed when you
have an album to mix Try slicing the work
into manageable chunks:

1. Work on a short section. Fo-
cus your attention on a section of the tune
no more than sixty seconds long. Include
a piece of the main hook, part of one
verse, and some of the bridge if possible.
If you have a digital machine, set it up to
play back the section as a loop. Now work
on the tones. Auditory memory is short.
There are times when you might want to
loop ten seconds of music to concentrate
on the sound of one instrument.

2. Start with the basic tracks.
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It's common knowledge that effective multi-channel monitoring requires

accurate reproduction of low-frequency energy. Traditionally, achieving this goal
has been difficult. But with the Model 65 from Studio Technologies, bass man-
agement is now available in a simple, yet powerful product.

The Model 65 provides a 5.1 input, along with five main and two subwoofer
outputs. Using conservative filter design, the all-analog circuitry redirects bass
energy from the main inputs to the desired subwoofer outputs. While you can
use the Model 65 right out of the box, we've made certain that you can “tweak"
it to meet the needs of your specific application. Want to try 10.2? No problem
with the Model 65!

Of course, the Model 65 is directly compatible with Studio Technologies’
StudioComm for Surround products, as well as being easily connected with
other surround sources. For more information, call us or check out our website.
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Bass, drums, one rhythm instrument, and lead
vocal. Go for clarity and impact first. Work un-
il your short section sounds killer, then doc-
ument the EQ, level, and compression set-
tings. You'll be able to use most of what you
learned so far on the remainder of the tune.

3. Add parts one at a time. Resist
the temptation to dial in all the awesome
groove tracks and cool licks that the guitar
and keyboard players added. That’s the
way of the Dark Side. If you give in, you'l
use up your resources too soon, the mix will
become dense and lose its focus. There will
be less tension and release, which is what
involves people emotionally in the music.

4. When the mix gets away from
you, remember the silence. (Ah,
deep wisdom, Grasshoppa.) All kidding
aside, you want to hear the instruments
clearly, so become sensitive to that point
where too many things are going on at
once. When you can’t hear any silence be-
hind the notes, cut away instruments until
the energy of the mix returns. In extreme
cases, return to the settings you saved be-
fore your ears and judgement became
toasted. Take a break and try again.

5. Maintain Sane Levels: Don't record
super-hot signals onto a digital mixdown
deck. With DAT and CD-R, any level above
-6 dB means you have a 16-bit recording.
There's no advantage to pushing it harder.
If the clipping indicator comes on, you've al-
ready lost music. Try for maximum peak lev-
els of -3to -1, and let the mastering engineer
bring the volume up further, if necessary.

If you use a Finalizer-style maximizing
processor during mixdown, try applying
just a few dB of low-ratio program com-
pression, to tighten the sound up a bt.
Avoid using the Crush-O-Matic preset; if
you change your mind later, you'll have to
remix the album to undo it.

If your mixes have & good sense of space,
clear instrumental and vocal tones, and en-

| ergy that builds to a strong finish, the mas-

tering engineer can spend more time build-
ing on the strong points and less time fixing
problems. The final sound will work on ra-
dio, home and car systems, and everyone
will be happy. Have at it!

drtmastering.com
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In 1995, a young Canadian singer burst upon the scene, releasing an
album that forever changed the landscape of the music business. Her
name was Alanis Morissette, and the album was Jagged Little Pifl. Not
only did it yield three hit singles and dominate the charts for close to a
year, it ended up selling over 30 million copies worldwide, setting an all-
time record for a debut recording.

And did we mention that it was recorded on ADATSs in a home studio?

Glen Ballard was Morissette’s producer on that fateful album and on
her follow-up Supposed Former Infatuation Junkie. In the past year, he's
reprised that success with No Doubt’s critically acclaimed album, Re-
turn Of Saturn.

A protégeé of producer/arranger Quincy Jones, Ballard already had
a long and distinguished track record on the day that Morissette first ap-
peared at the door of his home studio with a sheaf of lyrics and an idea
about making a new kind of record. He was the man behind the board
for the Wilson Philips hit "Hold On,” as well as a string of successes for
a diverse crop of artists, ranging from Teddy Pendergrass to Curtis Stigers
to Barbra Streisand to Paula Abdul. An accomplished instrumentalist,
arranger, and songwriter, he had already written hits for the likes of
Michael Jackson, Aretha Franklin, Al Jarreau, George Strait, and Earth,
Wind & Fire.

Today he heads up his own record label — Java Records — and is
currently working with Lisa Marie Presley and fledgling singer/songwriter
Celeste Prince; there are even rumors afoot that he may soon be col-
laborating with an illustrious ex-Beatle. But no matter where his career
takes him, he will forever be known as the man who, in true harmony with
an artist of rare vision and talent, guided a record from a home studio
to the top of the charts, proving ange and for all that, yes, it can be done.

EQ: How did you begin the process of recording Return Of
Saturn?

Glen Ballard: We spent somé valuable time in pre-production going
through every song and deciding whether or not it belonged on the al-
bum. If it did, then we took the next step of really making the arrange-
ments as strong and as tight as they could be.

it really is an old-fashioned production, in thé most pos-
itive sense.

Yeah, it Is. They réally wanted to create the record within their unit,
and that's understandable; they have such a distinctive sound and they've
played together for so long that it's a great advantage. So we did do it
the old-fashioned way, in terms of really focusing on the arrangements
and the songs. The hardest part was selecting the 15 or 16 songs that
we felt deserved to be on the album, because a band can be really emo-
tionally attached to them; they become like their children. The way |

A conversation with Glen Ballard

; - — I BY HOWARD MASSEY e PHOTOS BY DAVID GOGGIN
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describe it is, “There's only so many seats on this bus
for this trip.” [Laughs.]

1 gather there were some major emotional
tensions during the making of the album, al-
most like what Fleetwood Mac went through
20 years ago. Were No Doubt able to chan-
nel their interpersonal problems in a positive,
creative way, as Fleetwood Mac did?

I think so. It's no secret that [lead singer] Gwen [Ste-
fani] and [bassist] Tony [Kanal] had a romantic history
in addition to their creative history. That's always a com-
ponent for anybody who's writing songs; you tend to
go to the most emotional place if you're being honest.
Gwen is so without guile and without any sort of emo-
tional artifice — | think she's incapable of lying in her
lyrics! [Laughs.]

Out of the long history that they've had together,
there have to be lingering deep feelings even if they're
not being romantic at this moment in time. So that was
certainly there for them to draw on from a writing stand-
point; when there's something that emotional, it

Glen Ballard and his assistant, Rachel Cleverley

continues to be abiding. | think all the people in the
band love each other in the general sense of the word
because of all the struggles they've been through. They
drew on that, and they really resisted the idea that
someone like me would come in and help them write
“hit songs.” They really felt that they had to conjure up
all the material from within their tight circle, and | re-
spected that. | always considered it my primary mis-
sion to be there to help them make the record they
needed to make. Certainly it is an honest and real re-
flection of where they are at this moment. Gwen did-
n't want to write "Just A Girl” sideways, because she
said, “Hey, I'm not just a girl anymore; I'm nearly 30
years old and | want to reflect where | am right now.”

In general, have you found that interper-
sonal tensions can serve as a creative spark
of make for a better record?

| don't necessarily subscribe to that theory. If there
is something like that going on, it is important that you
try to channel it in a positive way, but I've seen it go the
other way just as many times, where people aren't
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Own POD.

POD is the ultimate guitar direct recording/performance tool with acclaimed Line 6 modeling,
built-in stereo effects and A.1.R. (Line 6’s proprietary mic/room emulation technology).

Bass POD delivers all of the excitement of POD to bass players: 16 bass amp models to mix and
match with 16 bass cab models, 16 built-in effects (including Distortions, Phasers, Flanger,
Envelope Follower, Octave Divider and Crossover) and Dual
Outputs—Modeled with A.I.R. and D.1.
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NmaA e —— outputs, 24-bit AES/EBU and S/PDIF digital outputs,
: - - Sl Digital Clock In (sync) and a stereo effects loop,
¢ ’ POD Pro is perfect for professional recording or
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] Whichever POD you choose, you get instant tonal
gratification and access to an ever-expanding library
of new tones from the Line 6
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collaborating. Music is one of the most collaborative me-
dia; I'm coming from a background where musicians
have to play together and really listen to each other for
it to really work. | like to create an atimosphere where
people feel safe and creative; | think there's sufficient
turmoil in anyone's personal life to draw on. [Laughs.]
But when it comes time to play the game, if | may use
a sports metaphor, it's important for the team be to-
gether, so | try to create an atmosphere of harmony,
literally and figuratively. | believe that when people have
a little more of a comfort zone, they perform better,
though | suppose that in the writing process, those ten-
sions can be channeled in the right direction.

But | don't want you to get the impression that No
Doubt were an unhappy group of people; they actu-
ally had a great time. | don't presume to know much
of the details of Gwen and Tony's relationship, nor is
it my business, but to the degree that it impacted on
what we were doing, | didn't find that it was negative.

Has Lisa Marie Presley inherited her fa-
ther’s musical sensibilities?

Absolutely. She's not a carbon copy of Elvis — she's
distinctive in her own right — but to the extent that a
musical gene is there, she's got it. Her record has
emerged as something that is a real testament to her

"If it doesn't feel right
its probably never
going to be right”

talent and her distinctive place in the universe.

Is she writing as well as singing?

Yes, she wrote the entire album, either with me or
with Cliff Magnus, or with Billy Corgan. She's emerged
as a very gifted lyricist and as someone who's com-
pletely uncompromising in her approach. If there’s any
influence of Alanis Morissette, it's that she inspired a
lot of people — especially women — to speak their
mind and to not shrink from any topic and to not shrink
from talking honestly. Lisa’s got a lot to say, she's got
a great sense of humor, and a unique take on life in gen-
eral. It's a fierce record, and | love il.

What sort of style is it?

It's got elements of pop, blues, and rock, but it's a
distinctive sound. It's certainly not shy and retiring; it
has an element of aggressiveness to it, it has an ele-
ment of cool, funky, slightly Southern in its flavor, which
is not surprising. [Laughs.]
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StartREC is the first Digital Audio Editing System combined with

multidrive CD-R duplication capability designed specifically for
the Audio Professional, from MicroBoards. The StartREC offers
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Genetic
Engineering
Introducing the CAD M 177:

a new breed of microphone—
not a micro-clone.

Born from the genes that made E-Series,
the mics that revolutionized the audio
business, and V-Series tube
condensers that are still creating
waves, we proudly announce our
new babies. M-Series—studio
mics with the CAD twist.

The M 177, is an American
original. Born from our

own advanced computer
modeling techniques, it
reaches the performance you'd
expect from a serious studio
condenser, at a price you'd expect
from an imported “classic reproduction.”

M-Series mics deliver smooth, fast transient '
response with extraordinarily low noise and low
distortion. And sensitivity that could make a

The new CAD M177

Externally biased 1.1” gold
sputtered diaphragm

mother cry, The M177’s sonic signature is pure \/) () @&, High speed, low noise op amp
CAD—with amazing detail and transparency. OO —(( High effici:;;g:ilr)g}\'er supply
So if you're confused by the proliferation of so- : Q(\j Frequency rsponse of 10H: -
called paradigms in today’s mic market, save O — Sensitivity of 85dBA
your time and money. A new generation has . SiSaronichoraT

‘ Remarkably low self-noise of
¥ just 10 dBA

b 5 \ Optional shock mount

been born. See it at your nearest CAD dealer.

Available

¥ 2% 9
CAD Professional Microphones ° \ g )\
Mics that escalate, not emudlate. w N ¥ =
Visit our web site at www.cadmics.com, or call 1-800-762-9266. v -
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How much of Jagged Little
Pill was actually recorded in a
home studio?

It was 75 percent done in my home
studio, which certainly is a professional
situation, but not a commercial studio.
Everything was created in that envi-
ronment, just with the two of us. When
we overdubbed drums and other mu-
sicians, that was kind of postproduc-
tion, almost.

All of it was recorded on black-face
16-bit ADATs, and it was never
bounced to any other format — it was
mixed off the ADATs. We even used
the ADAT's onboard A/D converters.
Theré wére nod upgradeés, no extras, no
nothing — it was just off the rack. And
| have to tell you, | think those original
ADATs sounded amazing; in some
ways, | miss the sound. | can't tell you
why, but it just jumps out at me.

Was it mixed in a professional
studio?

We did some overdubs on one song
at Westlake, but the entire album was
mixed in my studio on a Euphonix console.

Did you also edit directly on the ADATs?

Yeah, the only edits we did were from ADAT to
ADAT. It was usually just arrangement, maybe
adding another four bars of guitar, or whatever. We
would just do offsets; we got really good at that!

So there was only the one analog-to-

TURN

digital conversion — through the ADAT’s on-
board converters — and then it stayed dig-
ital all the way through.

Yeah. | think one of the big positive factors was hav-
ing a great mic for Alanis to sing through — a vintage
C12 — going into a Demeter preamp, into an LA-2A,
and then straight to tape. So we had a pretty nice ana-

log stage for a ot of the stuff before we
got it to ADAT.
‘] There was no equalization on

! the vocal on the way in?

None. Occasionally, with some of
the guitar stuff, there might be a little bit
of board EQ. | aiso have a Puitec equal-
izer, which I'd sometimes use lightly on
the bass. | also have a Massenburg
stereo EQ, which we'd occasionally put
across the mix [bus].

Was the vocal chain you
used with Alanis developed af-
ter a lot of experimentation with
different mics and preamps?

Well, | have a pretty decent selec-
tion of tube mics — I've got a C12, an
M 49, aU 47, and a U 67. The first time
I heard this particular C12, | thought it
had incredible top end and yet it was
really warm in the lower mids, so it's got
this wonderful combination of brilliant
highs and still a real warm, tube thing.
| always loved that mic, although it's not
right for every singer. But the first time
Alanis sang with me, | just put it up
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because | thought this would be the
right mic for her, and I've never
changed.

So you didn't audition ather
mics on her?

No, | didn't. | just loved the way she
sounded on it so much — it was right.
At one point, the capsule fried, so |
used the U 67 on her, and it was much
inferior. So | got the C12 fixed really
quickly! [Laughs.] It's a delicate baby
— it's older than  am!

How much compression do
you apply to Alanis’'s vocal?

It was just under medium compres-
sion, and | was riding the level to tape
with my left hand at the same time. Her
voice has an incredible dynamic range,
and | usually have one or two chances
to get it on tape — she’s a one-take
singer — so it was a heightened expe-
rience for me! [Laughs.] And after cut-
ting a track all day, engineering every-
thing, it could get pretty interesting

On “You Oughta Know," | definitely
scorched the vocal — the preamp was
too high, and it was distorting — but
there it is! {Laughs.] It was literally a
one-take vocal, and it was so stunning,
that was it. | knew | had a couple of
scorch marks on that one, but nobady
seemed to mind. Certainly she had the
courage to say, "l love this — let's not
take all the life out of it by redeing and
sanitizing,” and | certainly enjoyed that
kind of attitude of, “Let’s put it on tape
with energy and leave it there.”

Was Supposed Former Infat-
uation Junkie recorded on
ADATs also?

It was done on 20-bit ADATs. Same
vocal chain, same mixer — the Euphonix
at my studio. We mixed to DAT and to
half-inch analog, and, like Jagged Little
Pill, | think about two-thirds of the final
mixes came off the analog half-inch, and
a couple of the mixes, we just liked the
way they sounded on DAT. So it was
pretty much the same selup — the only
difference was that it was 20-bit ADAT.

It’s a denser recording,
though. Did you use more
tracks?

It's denser, yeah. Again, we started
with everything just the way we did it
belore — the two of us in my studio.
Then we took it into Royaltone, which is
a wonderful, big commercial studio,
and the band played along with the ba-
sic tracks that we had. So there’s a lot
more of her band involved on that

If recording quality
is the issue -
our new microphone
is the solution

Nothing comes close to the exceptional quality
provided by the all-new large diaphragm
Type 3541- the microphone that sets new
slandards in recording technology. Combining
outstanding build quality with unrivalled
specifications, the Type 3541 ensures that,
from today, your soloist recordings need
never be compromised.

Contact us to request your DPA catalogue or
for your opportunity to audition the new 3541.
3541@tgina.com
Or, check out our website for all the latest info
on this and many other quality DPA products.

www.dpamicrophones.com

Only Type 3541 delivers:

® The highest output available

® Extremely low self noise

» High SPL handling characteristics

@ Choice of solid state or tube
preamp technology

® All accessories Included in
sturdy carrying case
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' EVERY GREAT PRODUCER
NEEDS A GREAT ASSISTANT

Landlng a gig W|th a multi- platlnum mega -hit producer is the dream of many a young assnstant engineer. For the
past three years, Rachel Cleverley has been living that dream, working with Glen Ballard on projects with No Doubt,
LIT, Terence Trent D’Arby, and Brian Setzer.

in many ways, location played a big role in Cleverley’s landing the job. Growing up literally around the comer
from legendary engineer Bill Bottrell and going to high school with Botirell's children, she soon found herself work-
ing in Toad Hall, his personal studio. Bottreil taught her everything from lining up tape machines to mic positioning
and doing punch-ins, even giving her an opportunity to do an overdub with Sheryl Crow. (“ went in, tumed on the
studio, and punched in Sheryl's pedal steel,” she recalls. “| was nervous but it went just fine.")

So all the technical skills were in place when fate placed Cleveriey and Glen Ballard at the same party. Leamn-
ing that he was looking for an assistant, she quickly landed the gig, and hasn’t looked back since.

“Rachel brings so many skills to the table, she aiready understood the process of making records, and she al-
ready understood that the process is an art and not a science.” Ballard tells us. “Although we do apply as much sci-
ence toitas we can, it's a process that can be relatively open-ended and is demanding. She seemed to have a great
personality, plus she’s intelligent and had serious knowledge of a studio, so obviously she was the right person.”

“There's a lot of multitasking going on here that she not only doesn't shrink from, she embraces. She certainly
makes it possible for me to do all the different things that | do in a given day and she’s usually about three steps
ahead of me in terms of helping to create environments for artists to thrive in. Certainly part of that is on a techni-
cal level — making sure that everything’s working and the multitude of things that go into that — but it's much more
than that. There’s this other element that has to be there that Rache! has a really great understanding of: Provid-
ing comfort and support to the artists that come in, so that they do feel fike they are in a place that they can be cre-
ative and do their best.” —Lisa Roy
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Earthworks

l ]
record than on the first record; it's really more of an ensemble. l )

Were the overdubs also recorded on ADATs?

Yeah, everything. We just kept it in that format. But we proba-
bly didn't go beyond 32 tracks on any song, On Jagged Little Pi,
I don't think we went beyond 20, ever, and some songs had just
nine tracks. Infatuation Junkie is denser; it has more tracks, more
words, more backgrounds, more everything. [Laughs.] And be-
cause it's denser, it takes up more room sonically.

What’s the story behind the guitar hum on “That |
Would Be Good”?

[Laughs.] That's a 60-cycle hum with some reverb on it. | played
the song on my Telecaster, and it's got this single-coil pickup, so
it's a noisy guitar unless you're sitting just right. But because | was
recording it myself, | couldn't really do anything about it — | just
hit record, jumped over, grabbed the guitar, and started playing

"What we sometimes do in
the studio is spend 90 percent
of our time on stuff that's
worth about IO percent.”

on it; 1 was sitting on the floor with Alanis, and she was actually
singing it while | was playing it. | listened back to it and thought,
gosh, that hum has got to go. Later, she went home, and before
she came in the next day, | replayed the guitar and cleaned it up.
When she came back in, she freaked out, saying, “What happened
to that guitar?” | said, “I didn't erase the original, | promise!” So she
made me put it back.

The hum almost sounds like it's changing pitch along
with the chord changes.

It's an aural illusion, a harmonic accident. t know I'm blowing my

street credibility here, but it was a complete accident! [Laughs.]
Not only that, but | was trying to get rid of it! | was saying, “We can't
live with this,” but she always fights for the authenticity of the mo-
ment, and she's always right. | guess that giving yourself the op-
portunity is what's important — being willing to go with it.

I don't think the listener cares about perfection. They just want to
feel the emotion of the communication. That comes in many forms,
but what we sometimes do in the studio is we spend 90 percent of
our time on stuff that’s worth about 10 percent — the absolute de-
tail of everything that, at the end of the day, probably doesn't mat=
ter. It doesn't mean that we don’t obsess over it and try to make it
perfect — or at least as good as it can be — but sometimes it's al- i ‘
most like it's either there or it's not. It's got to be there as a basic thrust, fO l' a S O ng ‘
or a lot of the other stuff doesn't matter. It's just got to feel right, and
if it doesn't feel right, it's probably never going to be right. 6

And the real art of the producer is knowing when it S R 9
is right, having the courage of your convictions.

With the technology that's available to us now, it's very easy to a brilliant new vocal microphone
postpone any kind of decision-making, because you can literally ﬁ)r stage studio & the street
record as many takes as you want and keep everything. So you 1
can postpone what you should really be deciding on right then and
there. Also, you can clean up everything: you can tune vocals, you _
can time-adjust — you can really make it all perfect, on paper. But real: +1-603-654-6427 (fax: 6107)
thé real challéngé is 16 know whén nét to use all of that stuff, to find virtual: www.earchwks.com
out the essence of what it is you're trying to accomplish. You can postal: box 517 Wilton NH 03086

available in four elegant finishes
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make it perfect — that's easy, the tools are there —
but that's not what we're doing here. We're trying to
get the magic, and the magic is none of those things.
Those tools can help, but more than ever. you've got
to feel it — it's almost like you have to not think about
it and really be emotional with your approach, because
that's still at the heart of it.

That sounds like the kind of thing you
would have learned from Quincy Jones.

Absolutely. Anything that’s worth knowing about mak-
ing records and about dealing with artists, | would give
him full credit for. Starting with his deep love of music
and how deeply he feels music, even as he's deeply ed-
ucated in all forms of music. He probably has
the deepest knowledge of music of anyone
that | know, whether it's the origin of African
rhythms and talking drums, whether it's or-
chestral, or jazz, or pop — he's fluent in all
the musical areas. To him, it's all about the
feeling of it — creating an atmosphere where
people feel safe and creative and warm and
want to give it up out of joy and love. So cer-
tainly he's been the biggest influence on me
in that regard, and | love him like a father.

What’s your favorite studio toy
these days?

I've been developing a deepening rela-
tionship with the Pro Tools platform over the
past year. It's certainly become kind of in-
dispensable for me. | like the plug-ins, but
| prefer to not go too far in that direction, and
| still like to be able to bring up each chan-
nel individually and not combine stuff with-
in Pro Tools, especially when it's time to mix.
I experiment with all the plug-ins. and they're
all fun, but | try not to go overboard with it.
| like the aspect of the 24 bits and the noise
floor being so low; | like the way it sounds
now better than ever. But most processing
I'm doing outside of Pro Tools; | use it main-
ly as a recorder and as an editor.

What advice do you have for the
reader who wants to be the next
Glen Ballard?

I think the best advice is to get hands-on
with everything you can. Learn Pro Tools, be-
cause you can accomplish so much in that
one box now — you don't really need any-
thing else. At the same time, learn as much
music as you can to go with it, because one
without the other isn't enough. | started out
as amusician and | learned engineering and
programming just because it was an easier
and more efficient way for me to express my-
self as a musician and as an arranger. But
if you have both of those things, you're in
good shape.

And learn to be sensitive to artists; if you're
working with other artists, give them an ex-
tra measure of patience and encouragement.

It's kind of like tending your garden — it can be very
satisfying.

You know, I'm always studying. It seems like I'm get-
ting software updates every two weeks for everything
I've got, and I'm still studying music; I'm still trying to
make up for my days as a music student, when | was-
n't such a great student. So it's a constant learning
process, and if you learn one thing every day, at the
end of the year you'll be a lot smarter, | promise.

Portions of this interview were excerpted from
Howard Masseys new book Behind The Glass,
now available from Miller-Freeman Books.
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Austrian brilliance
at a lower price.

What all studio
mics aspire to be.

The new C2000B side address condenser micro-
phone gives you large diaphragm clarity at a
price that can only be categorized as amazing.

See your local AKG retailer to hear what we mean.
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Masta mixer Warren Riker
an bottom end comp'd

tracks and...country hip-hop

Any guy who's only 29 and has already won two
Grammy Awards has got to be doing something righl,
Having mixed tracks such as Korn's “Freak On A Leash”
(remix), Santana's “Do You Like The Way," Lauryn Hill's
“The Miseducation Of..." and “Sweetest Thing," as well
as tracks for Michael Jackson, Fugees, Aerosmith, Ever-
last, and Sublime, Riker's credits are — shall we say —
exlremely diverse. When EQ caught up with Warren, he
was mixing a Virgin Records project from Jason Downes,
anew country hip-hop artist soon to be released. That's
right — country hip-hop. While the concept sounds
strange, the music sounded way cool.

EQ: How in the world did you come upon
doing a country hip-hop record?

Warren Riker: | have no idea! [Laughs.] But the fun-
ny sh*t is that two weeks ago I'm sitting in my dentist's
chair and he says to me, “l got this great idea: coimtry
hip-hop. Country hip-hop " My dentist is always trying to
come up with a weird new concept. I'm in the chair with
his tools in my mouth goin' “grrrrryeahbhh right,
yyyyyyyeah gggright.” Two weeks later | get this call: “We
have a country hip-hop record for you to mix.” So my den-
tist gets to hear it first, Anyway, the artist is Jason Downes
with Milk as the producer, He's got some really cool tracks
on there. It's very strange to listen to because it's so dif-
ferent. | really don't know what to expect.

When you receive a project to mix, are you
provided with roughs? Or do you just want to
hear it fresh?

Most of the time I'd rather not hear the roughs. A week
hefore we mix, I'll listen to the songs pnce or twice and
get a feeling for the record. Then I'wont listen to it again.
The artist can listen all they want for their own heads and
I'll jump out [of the control room]. But at that polnt it's a
completely different animal. There’s nothing warse than
someone putting up a rusty cassette and saying, “The
bass sounds like this on the cassette.” And | want to kill
them! If someone is calling me up and trusting me to
mix their record they're usually willing to give me the shot
to deliver what | hear for the song. At the end of the night
when everybody is listening I'm willing to make every-
body happy. After all, it’s their record, not mine. I'm not
the type of engineer/producer who says, “This is my mix
and you can go screw yourself...” I'm here for the artiet.
If the artist asks me to do something then I'll do what-
ever it takes to make them happy.

Are you one of those engineers who prints
a boatload of mixes?

No!l don't do recalls, and t don't print 50 mixes. | print
one mix and an alternate. | usually make between six
and eight passes of stems, with tones that I'll be able
to lock up. If for any reason we need to come back and
change something, we drop it into Pro Tools, line up the
stems and push everything to 0. There's our mix again
and from there we can change anything.

How do you organize the stems?
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I usually record drums and bass together. Listening to the song and learning the arrangement, 1 find in-
struments that are playing against each other and then group instruments accordingly. I'll split the stems so
that there isn't a ton of sh*t playing together at once. Maybe keys and synths, guitars and pads... Then just
the lead vocal, just the background vocals, and just the ad lib, it might take an extra half-hour to do at the
niix session, bul il's going o save the label $5,000 instead of coming back into studio to do a recall that nev-
er works. Guys who are printing a hundred mixes with vocal up, hi-hat down. guitars over to the left, drums
down, bass up, and this left and that right — it doesn’'t make any sense. lt's bullsh*t and gets you into trou-
I ble. You know it you give them that many they're going to say, “Well, can't you take this part of mix 43 and
put it into mix 577" No way. At Ieast | know I'm out of the gate safe when | leave here. And the assistants
love me because they don't have to do any recalls. So | get anything | want! [Laughs.]

How much time do you spend per song?

In around six hours I'm usually at the point of sweetening and tweaking. A usual mix date is a day: eight to
12 hours. On an album, I'll start a song today, mix all night, leave it up, maybe listen to it at home {or not), come
back the next day with tresh ears, listen, print it down. Then I'll put up another one, leave it up that night. That's
the tdeal way tor me to mix. And when | say I'm mixing for 12 hours, I'm not sitting in front of the console for 12
hours. It's more like hang out, work for an hour, walk around the studio for a bit, mix for another hour. When you're
focusing like that for an hour straight it's a draining feeling because you're zoned for so long.

Sonically | like to buld everything as we go instead of trying to fix it in the mix | usually record effects as |
track the instrument. Sometimes I'll set aside a stereo pair of tracks for something odd where I'm not sure if |
like the effect. Nine out of ten times the mix is good in a few hours. Then somebody breaks out with, “Well, you
know we have to do a little vocal overdub, and lock up this and redo that...."” That's the most frustrating thing
to me. You're trying to mix and the next thing you know, “We gotta fly these vocals in, we gotta overdub that.”
That kills me. If I'm in the project from the start and we book a studio to mix, there's nothing else to do but mix.

When mixing vocal tracks that you haven’t recorded, have you had experiences where
they're not comp’d?

Sometimes. That's an ass-kicker right there, because comping can take hours. If | have the luxury of going
to another song, I'lf have the band comp the vocal while | start mixing the other track. | don't mind if | have three
different vocals and there's aline here or there that needs to be fixed. But when I'm given three multitrack tapes
to mix from, one multitrack is filled with just vocals, and nothing is comp'd, then it's like, “Yo dude, this is no longer
aone-day mix. This has become a two-day project.” We had so many background vocal tracks for “Killing Me
Softly” [Fugees, The Score] but | only had one 24-track machine. All along the way we were bouncing harmonies.
We might have gone six generations down when the comp was done but it was cool, and it was on one tape.

CAREER DIVERSITY

When asked how he manages to keep from being pigeonholed into working on one type of music,
Warren reveals, “In the beginning, | was worried because ali | was doing was hip-hop. | had to take a
few chances and not take everything that was thrown my way to protect myself from getting stuck. |
really made a conscious effort to do different kinds of projects, even if they weren’t the next big thing.
There were projects | turned down, so I'd be able to make other things happen. In the past year |
have been focusing on getting different-sounding projects so that it's not like ‘Oh well, you mixed this

big hip-hop record, so here's another hip-hop record for you.' You're brain kind of gets tired doing the
same sh*t and you end up going through the motions. That's the last thing you want to do.

“Lately | have been mixing as well as producing projects from tracking through to mixing. It
seems either I'm involved from the start on a production level, or someone hands me a record to
mix. Producing from the start is more fulfilling. But mixing is something that's really fun

Ed ] OCTOBER20O0OO | '5
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“From live multitrack recording
of the Londen Symphony
Orchestra at Abbey Road to
quick commercial music or
television work in my home
studio, VEGAS performs.

t find artists, producers, and
’ engineers totally amazed not
only with the 'transparent’
sound quality of VEGAS, but
also its astounding ease of
use. You really don't have to
tearn VEGAS — you just use it.
It’s so intuitive it
teaches itself to you.
Even if you haven't had
experience with hard-disk
muititracking, VEGAS is for
you. | never leave home
without my passport, a change
of socks, and VEGAS."

Keith Levenson composer / arranger / conductor
Jewet, Roger Dattrey, Alice Caoper, British Rock Symphony, Tony Awards. Beach Boys
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Digital multitrack recorder/editor
Unlimited tracks

Automatic crossfades

Simple drag-and-drop operations
Customizabie workspace °

Multiple file formai support

Real-time processing

Nondestructive editing

Audio/video scrub

DirectX Audio Plug-I support

4-band EQ. Compressor, and Noise Gate
Unlimited undo/redo

One-track video support with frame-level editing
Simultaneous play and record
Right-click access to audio editor
Media Pool for organizing project files
Envelopes lock to events

Video and AVI file support

Real-time play and record meters
Multiple I/O configurations

MID1 Time Code synchronization
24-hit/96 kHz file support

32 assignable DirectX FX sends
Quick-edit trimmer

Cut, copy, and paste epvelupes

26 Auxiliary Outputs

NEW IN VEGAS AUDIO 2.0

Formerly Vegas Pro -




Riker's

The decisions were made. When you do that many vocal tracks, experience shows that
the vocalist is going to make the same mistake on each track every take.

If you're not giving them direction, it's going to stay the same. What | have been doing lately with Pro Tools
is give them five tracks back to back. Run, run, run. On the first one we make sure the phrasing is cool and
they have the right concept of where the song has to go. Then Just give me five tracks and see you later, be-
cause you're not going to get them any better than that right now. I'li put together a good one. Anything in
there that you don't like, we'll go In and fix later. But to sit doing lake after take after take, and do comps and
then more takes — it kills the song. It pulls every bit of life out of it.

How much of your mixing is done on mains versus nearfields?

If 'm working at a room I'm comfortable with, | use the mains a lot. Like here [Chung King in NYC], 'm com-
fortable with their Augspurger's. | know what the room sounds like so I'll use the mains a lot. | mix on all kinds
of different speakers. My favorites are these little... [Makes a sour face.]

...Radio Shack speakers? | have a pair of those, too — $15.99 each!

| do everything on those! From start to finish I'm constantly on the Shack’s. I have 30 pairs around here
l Everybody is stealing them from me! Every time I'm done with a record, I'll turn everything up and blow

. WARREN RIKERS TIPS FOR BETTER BASS

All the power In the mix is coming from the low end, explains Warren Riker, because it takes up so
much space. Really controlling it has so much to do with the relationship of all the bass instruments,
and whether they're completely in tune with everything else.” Here are Warren's tips for improving the
bottom end of your mixes: i

» Listen carefully to the bottom end. “Most of the time in the beginning of the mix, ali I'm working on is
the bottom. I'll roll everything off the top of the tracks, sit and listen to the bottom.”

« Try listening on a pair of small monitors. “Those little Radio Shack mama-jammies help me make
sure the low end is going to translate to other systems.”

* Try delaying certain sounds. “This can help the bottom not only ‘feel’ big but also to *hear’ big. Use a
slight delay of a few milliseconds to make one bass sound line up with another. Moving a track slightly
or changing its EQ will somehow — through the phase shifting that results from EQ'ing — allow me to
get things to sound bigger. It's not just dumping a crap-load of bottom end on a kick drum and a bass.”

» Experiment with compressors. “If there's a lot of powerful, transient bass cranking away I'll use
compressors sidechained to each other. For example, if | have a kick drum and bass happening at the
same time, but not really together, | might feed the bass into a compressor and sidechain it. The kick
track will feed the sidechain of the bass compressor, so, when that kick is hitting, that bass will duck
just a little bit. It depends upon the flow of the track. It might be the other way around.”

* Set up a couple of bass channels with different processing. “That's the balls right there. Use those
channels in addition to the originals (if you're delaying a signal, do it at the source and then drop it
back into the mix).”

» Use a crossover to split a bass sound. “Maybe just feed the sub output of the crossover into a
compressor or a dbx subharmonic box.”

! “Just like anything else, there’s nothing that works on every mix every day. This thing might sound as
big as God one day. Then the next day you process the bass the same way and it's not working. You
might not need anything. it might be bigger by leaving it alone.”

Ed l ocToBER20OO | &
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'MIXING TO DAT
VERSUS HALF-INCH

Warren typically mixes to “half-inch analog tape
or DAT with Apogee converters. Most of the
time, the DAT is fed straight from the console
outpuls, but once in a while | take the output of
the half-inch machine and go to a second DAT.
At any of mastering sessions I've ever attended
it's either the half-inch or the DAT mix — never
the DAT from the half-inch. | vary from using
half-inch at 15 ips, 15 ips with SR, or 30 ips.
“Whether we use the DAT or the half-inch mix
for the record depends on what the song is like
sonically, the condition of the half-inch machine,
the hours on the heads, and whether it was
tweaked out before the session. One day an
analog machine may sound great, and the next
day the same machine might not work. Or the
Apogee DAT may sound better for whatever rea-
son. | can't say exactly why. When it's done you
sit back and listen for which mix sounds better.
It's never really been like ‘all the DAT's sounds
better’ or ‘all the half-inch mixes sound better."™

them to bits! They keep on changing them, though.
They started with the Minimus 7's, then recently it was
these Optima’'s and they're like little heavy-duty-
shielded Shack's. Then they ported them and the port
bugged me out. | complained to the guy at the store,
“Dude, you can't do this to me. This is my mixing
speaker!” Then they cut the port out. (They listened
tome — hat) | also use ProAc Studio 100's, NS-10's
Auratone’s, UREI'S, the Studer mono speaker on the
tape deck.

What kind of monitor levels do you mix at?

Either really fow or really loud. If I'm making critical
balances with, say, vocals, Il probably listen at around
85-90 dB. For blends | like to listen at a real low lev-
el. To get the impact and feel, Il crank it up for maybe
haif a song. To see what air movement is going on. Most
of the time I'm down on the little joints for the whole time.

The relationship of the bottom end to

THE WORLD S FIRST
HIGH END CONSOLE YOU BUILD

ONE STRIP AT A TIME!

The AP} 7600 s the first complete
high-end 4 Buss Console in a 1U
strip that can be expanded and
finked with additional 7600s and a
7800 Master module to buid a
complete console of any size.
Users can now achieve a level of
sound quafity equal to the
+$200,000  AP! Consoles so
much a part of the history of
American rock n rof,

— _ OUuTPUT
Channel Buss Assign 1/2/3/4 * Pan
Enable * Output Meter * Stereo Bus

— _API212L
PREAMP

Same Preamp Used on Cument API
Legacy Consoles * Mic/Line Switch *

48y Phaniom * Polarty Reverse *
Input Gain Control* Outboard Linear
Fader Jack * Direct Out * Input Meter

_____AP| 22%
COMPRESSOR
Same Compressor Used on
Curent API Legacy Consoles *
Old/New Style Compressor Switch *
Hard/Soft Knee * Pre/Post EQ
Stereo Link * in/Out Access

API 550A EQ
Reissue of the Original 550A*
3Band, * 1208 +HPILP Fitiers*
7 Frequencies per Band *
EQ InvOut * Filer In/Out*
In/Out Access

____ ASENDS
Send OrfOff + Pre/Past Fade *
4 Sends (4 Busses)

——CHANNEL

STATUS
Pan Control * Mute * Solo *
Safe * Insert/in/Out

$2905 MSRP

APIUS.A. CONTACT:

[ ] JAA ICR
RUDIO GROuUP
Phone: (805)375-1425 « Fax: (805)375-1424
e-mail: brad@transaudiogroup.com
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the rest of the instruments is easier to judge at a lower level.

Because once you open the door and the bass gets out [from the mains], it's everywhere. You don't know
wherée it's coming from. It teels good but you really can't tell. If people come in to listen, that’s the hype but-
ton right there. Turn it up, get everybody fired up, and it clears the room out. Then | go right back down to the
bottom [the smaller monitors] — unless | know the monitors up top really well. Most of them sound like sh*t
whether you know them or not. It's knowing what they’re doing. | don't use them for anything other than lis-
teninig loud. [For Warren's tips on mixing bottom end, see sidebar.]

When you’re doing a live session, how involved do you get in the sounds of the instruments?

As much as | can without annoying the musicians. That's your gig right there: to make all those sounds work

together. Most of the time, we
know we're cool with each oth-
er before we go into the studio.
So no one has any problems if
| say, “Hey look, | know you love

You’ll find endless features and more than tis setup foryounliv Show bi

] 1 right now it ain't happening.
forty cool effects in every box of Cool Edit Pro! Lets son ot 0
going for isn't as good as this,
I'l be glad to put it back. But
let's at least give it a shot.” You
have to be a bit of a diplomat.
It's not something you're doing
out of your own ego. You're just
trying to make a good record
and i's not for any other reason
than that. Just like anyone else
mixing a record, when their sh™t
comes on the radio they want
to know it's theirs.
That’s tough to do.
Of course it's tough. it re-
.y volves around the music that
et P you're mixing. If you're mixing
Y W B something that sounds like
. RO. Box everything else, you really have
c::f:"@'xs’yﬁ,ﬁﬁggf:,ﬁ to fight through that to bring
1-888-941-7100 something else out and make it
i etz A ol Gen ) different. That's what | work at,
;:l :: :ggg:gﬂ g?% trying to bring out something that
makes a record sound different.
What else is coming up?
For the next few weeks [l be
mixing Jason Downes. After
this, 'm supposed to be mixing
e the new Jive Jones record for
Svitrillium Columbia and possibly the
: Long Beach Dub All Stars.
Hopefully we'll get working on
Lauren Hill's next CD, but right
now she's writing.

Wamen Rker may be rexched at
rkrsisind@aol.com.

—
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“In the future, hundreds of microphones
will fit in a single rack space.” ...

Bromley, England, 1899 *

and treble characteristics of
different microphones or add
the warmth of classic tube
saturation.

And with over 100 mic models
Thanks to the new AMM-1 Microphone Modeler from built in, as well as the ability to add new models down-
Antares, the future is now. loaded from our web site, the AMM-1 will insure that you

Inside this unassuming (but stylish) 1U rack is contained il it il 2 i GEEu e o207 Bt

the spirit of many of the world’s most revered micro- So check out the new AMM-1 at your local Antares dealer.
phones. Based on the same technology that made our Where the future is still what it used to be.
Antares Microphone Modeler the most talked-about
software plug-in of 1999, the AMM-1 lets most any
reasonable quality microphone sound like any of a wide
variety of high-end studio mics.

From historical classics to modern exotics to a selection

of industry-standard workhorses, simply tell the AMM-1 And dan't forget the plug-in
o b version available for TDM, MAS,
what microphone you are actually using and what RTAS, DIRECTX and MAC VST

microphone you'd like it to sound like. It’s really as
simple as that. You can even mix and match the bass

*H.D. Wells, H.G. Wells's little-known
older brother, shared his more famous
siblings’s visionary acumen but, due
largely to his futile desire to be a rock
star fully 50 years before the arrival of
rock, lived most of his life in obscurity,
playing in a succession of Gilbert &
Sullivan cover bands in pubs in and
around Bromley.**

ANTARES

WHERE THE FUTURE'S
STILL WHAT IT USED TO BE

**0K, we made all that up. Think you can do better? Then
send your own H.D. Wells Biography (in 100 words or
less) to biography@antarestech.com (or to the address
below) by October 1, 2000. Using arcane criteria known
only to us, we'll pick our favorite and send the author

a free Antares plug-in of his or her choice. Really.

L. g X
ANTARES AUDIO TECHNOLOGIES 464 Monterey Avenue, 2nd floor, Los Gatos, CA 95030 USA | www.antarestech.com
US and Canada: 888 332 2636 | from Overseas: 408 399 0008 | info@antarestech.com

©2000 Antares Audio Technologies. All rights reserved. The “Don’t Sue Us! " Disclaimer: All trademarks are the property of their respective owners. Manufacturer names and model designations are used
solely to identify the microphones analyzed in the development of our digital models and do not in any way imply any association with or endorsement by any of the named manufacturers.
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SUZANNE CIANI ON
HER NEW ALBUM, HER
NORTHERN CALIFORNIA

By Jonathan Miller

PROJECT STUDIO, AND
WORKING AS AN
INDEPENDENT ARTIST

Dubbed "America’s First Lady of New Age Music,” Suzanne Ciani has worked in some
of the world’s classiest facilities, yet chose to record her latest, Grammy-nominated
studio offering a little closer to home — well, in her home, actually.

“Every time | record an album, | think it is my last. I've thought about this since my
first, Seven Waves, when | was sure | had summed up everything that | would ever
have to say. But | am always wrong, proving to myself again and again the mutable
nature of certainty. A good stopping point might have been nine, like Beethoven, or
a numerical milestone like 10. Yet here | am with album #11 — surprise!”

So read the liner notes from Tuming, composer Suzanne Ciani's latest release. *.. .the
flowering of my living here in northern California, after 19 years in New York City."

In A New York Minute

Suzanne's road to becoming the “First Lady of New Age Music" has been long and
winding, innovative, exciting, and ultimately, successful. As a child she fell in love with
the melodic classical masters Bach, Beethoven, and Mozart, teaching herself to play
piano and read music. Fast-forward to the late-'60s; as a music undergraduate at
Wellesley College, Suzanne took a field trip to the Massachusetts Institute of Tech-
nology (MIT), a trip that would have a profound impact on her musical future. There
she was introduced to a professor attempting to coax a computer into re-creating the
sound of a violin — something we take for granted today, but unheard of back then.

Gaining a Master of Arts in Music Composition at the University of California at Berkley
in 1970, Suzanne studied at Stanford with Max Matthews, the granddaddy of com-
puter music, and John Chowning, whose frequency modulation techniques were lat-
er used by Yamaha and their family of FM instruments.

But it was Don Buchla, one of the founding fathers of analog synthesis, who would
set Suzanne on the road to musical glory by employing her on the assembily line in
his Oakland loft. Thus began a love affair with her own Buchla Series 200 modular
system that would see Suzanne transiting to New York City, where she tutored Philip
Glass and Patrick Moraz, among others, in the art of the synthesizer, before estab-
lishing herself as an in-demand session player.

As president of Ciani/Musica, Inc. from 1977 to 1987, Suzanne pioneered elec-
tronic sound design for television, producing numerous award-winning commercials
for General Electric, Pepsi, General Motors, AT&T, and Coca-Cola, whose infamous
"pop and pour” sound effect was created entirely on her beloved Buchla!

Music-to-picture projects followed, with scores including The Incredible Shrinking
Woman (1980) and the 1986 Moscow Peace Prize award-winning feature film doc-
umentary Mother Teresa. Between 1991 and 1993 Suzanne provided the score for
ABC's popular daytime drama One Life To Live.

Ciani's earlier-mentioned debut album was initially released in Japan in 1982, but
it was not until 1986 that she really broke through as a recording artist. Her second al-
bum, The Velocity Of Love, helped define the New Age genre on the radio; its title track
proving to be a big hit. Eight more albums and several Grammy nominations followed.




PHOTO © SUZANNE CIAN

93

EQuL, OGTOBERROOO |




& 20mm, 3 micron coated Gold
Diaphragm

@ Salin Silver finish with etched
engravings

B 30Hz-20 kHz

W 134 dB SPL

® 74 dB S/N Ratio

B Cardioid Pick-up Pattern

B Small size, 22mm x 130mm

B Lightweight: 130g

B Custom mic clip for handheld
field recording
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Steve Barker - Director of Audio
The California Philharmonic
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Visit Oor Website at:
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Which bring us to where Suzanne is now. Returning to those liner notes: *“ Turn-
ing, the album, has grown out of my life...and it's grown from the inspiration of
the natural beauty of where | live and designed my studio. I've recorded all over
the world, but this time | knew | wanted to be home, in my own very personal
environment.”

That “very personal environment” is a picturesque oceanside former hunting
cabin in Bolinas, California, one of Marin County's beach towns. Signs pointing
to it are always being removed by the reclusive locals (largely well-to-do former
San Franciscan hippies), but, once you find it, they're surprisingly friendly — just
like Suzanne Ciani.

Oceans Apart

Though New York's frenzied lifestyle and the serenity of northern Callifornia are oceans
apart, one can't help but wonder if fate played a supporting role in bringing Suzanne
to Bolinas. “The mystery is why | ended up in northern California, and not L.A.,"” pos-
es Suzanne. “That really was a ‘life’ choice. in my last year in NYC, | discovered |
had breast cancer and | knew a change of environment was due — a move from
the ‘super-fast-track.’ | went from the center of Manhattan to the end of a dirt road
and never looked back.”

Yet, even prior to moving, Suzanne had considered it artistically necessary
to record outside the New York City confines of her Ciani/Musica Studios from
her fourth album onwards. “History Of My Heart was recorded while | still lived
in NYC. | went on a writing and recording sabbatical to northern California to
seek inspiration and change gears from the NYC machinery. | was in the habit
of travelling to record my albums as my New York studio had a rather frantic
amblance with all the produclion going on. Piarissimo was recorded in L.os An-
geles. and the new material for The Private Music OF Suzanne Ciani was also
written and recorded in L.A. Dream Suite was entirely written in Bolinas and
recorded in Moscow and Capri, Italy. Pianissimo Il was recorded at Skywalk-
er Ranch — an incredible ‘local’ resource. Suzanne Ciani And The Wave: Live!
was recorded at the Hearst Theater in San Francisco, and, finally, Turning was
written and recorded in my Bolinas studio — the very first time | actually made
a final master ‘at home."™

“Just prior to recording Turning, | acquired Mark Of The Unicorn's 2408 hard-
ware and software, and it is truly remarkable,” says the composer. “By working in
Digital Performer, | can integrate acoustic tracks with synth tracks, record 24-bit,
and, using Waves software, do a lot of the processing right within the computer.
The best part of the situation is the impact it has had on my performances at the
piano. The recording process is very relaxed and self-controlled, and | believe | get
a heightened intimacy of sound and feeling.

SUZANNE CIANI AND HER BAND PERFORM LIVE ‘
I
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OCEAN AVENUE

SYNTHESIZERS/
SAMPLERS/MODULES
* Alesis D4

* Alesis QS8

* E-mu Proteus 2

e Korg M1R

* Kurzweil K2000

* Roland D-550

¢ Roland JD-800

® Roland S-770

* Roland M-OCA1

KEYBOARDS/CONTROLLERS
* Kurzweil K2500
e Yamaha Disklavier C3

COMPUTER HARDWARE/

SOFTWARE

* Adaptec Toast

* Apple Macintosh G3 (333 MHz,
128 MB RAM, 9 GB HD)

* Apple Macintosh 8500

¢ Digidesign SoundDesigner |l

* Digidesign Audiomedia card

* Passpart Encore

* MOTU Digital Performer 2.5

* MOTU MIDt Timepiece I

* MOTU Video Timepiece

* MOTU 2408

PROCESSING

e Lexicon 224X

¢ Lexicon 300L

* Waves Native PowerPack

PERIPHERAL HARDWARE
» APC urr-interruplible power supply
* Furman power conditioners

MIXING
¢ Yamaha O1V (with ADAT interface)

RECORDING

* Alesis ADAT XT20

* TASCAM DA-45HR (24-bit DAT)
* Yamaha CRW8424 {CD burner)

SPEAKERS
* Genelec 1031P

MICROPHONES
¢ Neurmann U 87
* Schoeps CMC6-MK4 (matched pair)

VIDEQ
* Parmasonic AG-7350 SVHS (VCR)
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Acoustics First’

Materials To Control Sound
And Eliminate Noise

Model W

Th Art D' ff ® The original, patented, extended
e 1 usor range "binary array”. Exclusive
angled tops scatter upper spectral reflections. Increases the apparent

acoustic space and controls flutter. Class "A", thermoformed models are
now available fiom stock. Traditional wood versions are huilt to order.

Tlrree 1.888-765-2900

Web hittp //www acousticsfirst com
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Intimate it is, yet Suzanne isn't averse to accepting a little outside assistance on
occasion. “Peter Kelsey, my engineer from L.A., came up during the pre-produc-
tion stages and set up the Shoeps mics for me at the piano. He created various mem-
ory slots for me in the Yamaha 01V mixer for recording piano and overdubbing var-
ious instruments, complete with bussing and EQ, and all | had to do was push afew
buttons to accomplish all the recording. Then he came back up for the mix.”

California Dreaming

Ocean Avenue Studio, Suzanne's undeniably beautiful recording retreat, is in a cor-
ner of her living room, beneath a large window overlooking Stinson Beach. “Environment
is extremely important to me and my work,” she says. “My studio is situated on a cliff,
with the sea below, a view of San Francisco across, and some glorious hills to the
left where the moon rises. From my piano | can watch the migrations of clouds, birds
and butterflies, and the ever-changing patterns of light and movement on the water.”

More inspirational surroundings you'd be hard pressed to find; little wonder, then,
that the lilting tones of Turning came so easily to this ‘composer-in-residence.’ “An-
other impetus for me to record here was that all of the songs had been written in
this environment, were in some way attached to it, and | wanted to capture them
authentically.”

“The acoustics in this wooden cabin are superb, though this defies all logic,”
Suzanne continues. “All those years | spent in enclosed New York spaces, worried
about ‘leakage.’ Except for the patter of rain on the roof, nothing seems to interfere
with the signal here, except the occasional construction project. It is such a gift that
the technology of digital recording has advanced to the degree it has to allow me to
work in this spectacular spot.”

Quantum Leap

That technological leap wasn't apparent from the outset, however. “For me, it was a
big leap of possibility to record here, and | didn't see the possibility right away,” con-
cedes Suzanne. “| had produced a track for Asia earlier, which | recorded and mixed
here using an Alesis ADAT, and the recording sounded very good. | had kept a Neu-
mann U87 from the NYC days. So, | began to wonder if perhaps | could record an
album here. | fooked into Pro Tools, but it did not feel right to me. 1 guess, after the
Synclavier years, | had trouble adjusting not only to the notion of a *home’ comput-
or-based system, but one whose producers, again, seemed to have a monopolistic
view of themselves.”

Instead, Suzanne sought her own down-to-earth recording route. “l found that the 2408
was just about to come out and | thought, ‘interesting coincidence of events; perhaps |
should check it out.” It was a dream, seemingly made-to-order for my project. Atthough
I would only have eight outputs, as the music was of ‘chamber’ proportions, it was ex-
actly adequate.”

CIANI IN HER PROJECT STUDIO
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THE NEW HHB FAT MAN STEREO TUBE COMPRESSOR

Introducing a revolutionary new 3-step weight-gain program for feeble-sounding tracks. i
TROGRAM Step 1: Pay a surprisingly small sum of money for the amazing ‘

Beorc Garar  — [ 7 new HHB Radius 3 ‘Fat Man’ stereo tube compressor. "
:‘ms:”_&’.(},—: Step 2: Plug it in.
::b:w,_/ Step 3: Switch to the appropriate compression program and hear

Vocai 3 —— | that warm, sweet tube-fatness add real weight to your recordings. ‘|||'|i Il
e Start changing your life today. Call an HHB dealer and ask for the Fat Man.

HHB Communications USA LLC - 1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA
Tel: 310 319 1111 - Fax: 310 319 1311 - E-Mail: sales@hhbusa.com

HHB Communications Canada Ltd - 260 King Street East, Toronto, Ontario M5A 4L5, Canada
Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com | 'l

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK 18
Tel: +44 20 8962 5000 - Fax: +44 20 8962 5050 - E-Mail: sales@hhb.co.uk
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“| LOVE WRITING AT

THE YAMAHA
DISKLAVIER, WHERE |
CAN CAPTURE MY

IDEAS SPONTANEOUSLY.
THEN THE STRUCTURING
AND ARRANGING OF

A PIECE I DO IN DIGITAL
PERFORMER, INCLUDING
PRINTING OUT THE
MUSICIAN'S PARTS.”

| SUZANNECIANISUZANNECIANISUZANNE ISUZANNECIANISUZANNECIANISUZANNECIANISUZANNE

“| love writing at the Yamaha Disklavier, where | can capture my ideas spontaneously,” she
says. “Then the structuring and arranging of a piece | do in Digital Performer, including print-
ing out the musician's parts. It's a long way from the old New York days when we would have
to leave the music under the copyist's door by midnight to see it appear at the studio the fol-
lowing day!

“One particularly useful gift of the technology was using the Disklavier for playback while au-
ditioning various mic placements for the piano. It provided a perfect ‘control’ for the experiment:
the performance was always exactly the same, so we could easily compare the recorded sound
of different placements, which we documented with a Polaroid camera.”

Not that Suzanne's recording past has entirely been forsaken. “| still use my beloved Lexi-
cons, the 300L and PCMB80. The Kurzweil K2500 has found a place of honor in my studio. It's
awonderful controller, and a very intelligent machine. The Genelec speakers are important, as
they provide a standard and reference for my engineer.”

Given that Turning included acoustic instruments such as violin, oboe, cello, English horn,
flute, bass, and guitar — not forgetting Suzanne's piano — an obvious question is whether Ocean
Avenue Studio was adapted to meet these demands. Suzanne responds, | would say that rather
than having adapted the studio, | adapted to it. As it is small, and as | only have one great mic
— other than what's on the piano — | recorded the players one at a time. We have performed
live together frequently, so getting an ensemble feel was not a problem. And, of course, miss-
ing tracks could always be ‘roughed in’ by the synths. It was effective to work ‘one-to-one’ with
each musician, to be able to concentrate so specifically.”

Virtual Versus Reality

Ciani isn't entirely swayed by sweeping predictions of the physical recording studio disappear-
ing into the virtual world. “My experience is that we are in a bit of a hybrid situation,” she responds.
“| have processing and mixing options in Digital Performer, the Yamaha 01V, even in the synths
themselves — so many options, making sense of it, finding your path, can be a challenge. | am
afan of 'virtual' mixing consoles. | love the graphic interfaces that allow you to do microscopic
surgery, and the amount of automation available. | am not a fan of the emulation of acoustic in-
struments for the most part. | think that when synthesis became this literal sort of thing, the boat
was missed. | am a fan of digital processing in all forms, of creating 'virtual spaces.’ Evenin the
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Buchla days, | always used a quad setup and voltage-controlied
reverb and Doppler shift to sculpt the spatial landscape.”

“If the question has to do with being in favor of the democra-
tic availability of so much studio sophistication, | must say | am
thrilled. My only caution, having been through so many evolutions
of technological possibilities, is that the architecture of such sys-
tems remains flexible enough to allow creative choices and in-
teractions on many levels.”

Riding The Independent Wave
“For me, the most important artistic control is that of the intellec-

tual property itself. To maintain legal ownership of one’s work is
fundamental to an artist’s career. The last bastions of major label
control are the physical distribution of product and the ability to
get airplay — yea for the Internet, which is showing artists a new
possibility, and giving them hope and a vision of standing for their
own needs! A lot of speaking-out is being done now to expose
the abuses of the music industry. It is no secret that artists have
not had the necessary leverage to take care of themselves vis a
vis the majors. Often there is the notion that an artist is indepen-
dent due to the lack of major label contract offers. This is an in-
appropriate value judgement. The artists of the future will choose
to control and own their own creations.”

Suzanne must have had something along those lines in mind
when co-founding Seventh Wave Productions, an independent
multimedia company with her husband, entertainment attorney
Joe Anderson, in 1994. Their Winter/Fall 1996 catalog states, “We
are an artist-friendly label with the mission of releasing high-qual-
ity instrumental music and supporting the work of our artists through
support at retail, distribution and fair dealing.” At the time of that
mission statement, there was a small roster of artists on the label

and its then newly formed Atmospheric Records imprint. Now, sev-
eral years down the independent business freeway, Seventh Wave
has been “downsized" into effectively becoming an outlet for
Suzanne's product.

Suzanne explains, “We had a great start and built a strong artist
roster. The music business is always filled with vagaries and ob-
stacles, and this time it was the collapse of the independent dis-
tribution system that hurt us. My female intuition tells me that this
was no accident — that the majors were behind unplugging the
system that was strong enough to bother them. Basically, Aliance
bought up all these vibrant independent companies for good mon-
ey, then kind of flushed them down the toilet and they all but dis-
appeared. Our distribution never fully recovered. Still, | feel very
strongly that being independent is the most worthwhile approach.”

Caught In The Net

Suzanne readily complies when asked to expand upon the im-
plications of the Internet for the independent recording artist. “The
possibility of direct artist distribution through the Internet is very
important. Even if the reality at this time is less than convincing
in terms of financial rewards, the possibility itself, that there is a
viable and growing alternative, has opened up criticism and ex-
posure of music industry abuses. It has not exactly spawned a
dialogue yet, but that is where we need to go.

“There will always be those artists who crave the endorse-
ment of a major label and are willing to give up their ‘rights.’ And
there will always be consumers who will buy physical CDs. But
these are not the exclusive options anymore — and that is a fruit-
ful situation. | share the view that music distribution should be
modeled more on book publishing, where the author retains

» continued on page IS0

Secrets of Doing Surroun-d Sound

Multiformat Monitor Controller
with optional remote

“MultiMAX works elegantly on any console.”
—Dino Elefante, co-owner of The Sound Kitchen

(7

Martinsound

On Your Existing Console

Cash in on surround sound mania without a lot
of cash. Get the information you need to make a
sound business decision by first reading our
free report, “Secrets Of Doing Surround Sound
On Your Existing Console”.

Learn how MultiMAX will augment your
console’s stereo monitor section, adding
monitoring for 7.1, 5.1, LCRS and other formats
with comprehensive control of multiple
speaker systems.

But it’s more than just a level control. Quality
checks and downmix compatibility are just a
button-push away, giving you confidence that
your mixes will survive any playback format.
And it does so much more...

So get informed and then get MultiMAX.

Receive the free report

Call or visit us on the web and order AMo1

(800) 582-3555 or +1 (626) 281-3555
1151 W Valley Blvd, Alhambra CA USA 91803-2493
Fax +1 (626) 284-3092 www.martinsound.com
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SurroundSound. . ...

ProjectStudio

You've no doubt been hearing terms like “5.1," “repurposing,”
“downmixing,” “bass management,” and the like being bandied
about over the past year or two. As is evidenced by the theme of
this year's AES Convention (“Surrounded By Sound”), the audio
industry has been re-energized with the coming of surround sound,
and with that renewed enthusiasm comes a slew of new tech-
nologies and buzzwords. This three-part series will provide a primer
in the basics of surround sound and, more importantly, will tell you
what you need to do to get your project studio surround-ready.

Why this rapidly growing interest in surround? The main rea-
son is that digital technology is finally at the point where it allows
audio recordings to be accurately stored and reproduced in mul-
tiple channels (something that analog technology didn't allow,
which is one reason Quad didn't take off in the '70s). But the con-
spiracy theorists in the industry will tell you that the real main rea-
son is money — lots of it. Dozens of the world's largest manu-
facturers have poured billions of dollars into the development of
DVD, banking on big returns in sales of players, speakers, and
media. Be that as it may, the good news is that surround sound
— where audio is coming from muitiple speakers strategically
positioned around you — makes for a listening experience that's
much closer to reality than the decidedly artificial stereo format
we've become accustomed to over the past fifty years.

Since its launch in late 1997, DVD-Video has proven to be
the fastest-growing consumer format ever (even faster than VHS
or CD). But it's the imminent arrival of DVD-Audio (with its much
higher quality mutti-channel audio) that's caused studios around
the world to begin investing in surround sound gear. Major pro-
ducers and engineers including Elliot Scheiner, George Massen-
burg, Dave Tickle, and Bob Margouleff are spending a good
deal of their time doing surround sound remixes of classic al-

CD and/or DVD-Video) as well as in traditional stereo format.

The Components

Let's start with the basic requirements. To get started doing sur-
round sound mixing, you need the following:

1. A mixing board or audio interface with six bus-
es in addition to the stereo bus. This could be an ana-
log eight-bus console, just about any of the new digital boards,
or a multi-output computer DAW. In a pinch, you could use any
mixer that has at least six aux sends, but that's an awkward and
somewhat inelegant solution.

2. A place to store eight tracks of audio. This could
be a dedicated eight-track MDM (such as a TASCAM DA-88 or
Alesis ADAT), but it could also be any six-track-or-more hard disk
recorder, or any analog multitrack, for that matter. Bear in mind
that these six tracks have to be in additionto the multiple tracks
you'll be mixing, though they don't have to necessarily reside in
a separate machine. For example, if you have two ADATS (which
provide a total of sixteen tracks), you can use ten of those tracks
for recording the song and the other six for storing the surround
mix. On the other hand, it's good to have a dedicated eight-track
recorder at your disposal for this purpose, since you can put a
synchronized stereo mix on the other two tracks, allowing you
to quickly switch between the two mixes for comparison purposes.

3. Five full-range monitors and at least one sub-
woofer, plus appropriate power amplifiers to drive
them. If possible, the five full-range speakers should be the same
make and model. But if you have two great stereo speakers that
you want to integrate into the system, by all means do so, and
then buy another three speakers that are as much like them (in
terms of frequency range and response) as possible. Self-pow-

bums and TV music specials, and new productions aeg o l=N=T e | monﬂorb simplify setup by eliminating the need to run speak-

ginning to make their appearance in 5.1 format (DTS-¢ S just send a line-level signal directly to each monitor.
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ILLUSTHRATION BY NEEL PATIL

How to bring your project studio into the surround sound era




The truth is out there.

n a universe of mysteries, one

thing is true when it comes to

superlative audio — the truth is
out there. From studio, to scoring
stage, to remote truck, every major
U.S. television network as well as
numerous independent broadcasters
and production companies rely on Genelec for their
audio monitoring requirements. No wonder.

Perfection in surround sound monitoring is not
new to Genelec; that’s because we've been building
high-quality active monitor systems for more than
twenty-two years. Like the 1032s shown above.
This midfield 5.1 surround system, when combined

the whole truth and
nothing but the truth”

Genelec, tne., 7 Tech Circle, Natick, MA 01760 -«

508/652-0900 - Fax:

LL,C.R & Rear Surrounds:

Model 1032\
Model 1094 AP Subwoofer

with the 1094A subwoofer, will accom-
modate environments as large as 4,500
cubic feet with incredible headroom
and accuracy.

Genelec builds seventeen models of
active subwoofers, bi-amps, tri-amps
and soffit-mounted main systems
— all handcrafted by perfectionists who know no
compromise on workmanship. In fact, any mix of
monitors we design will deliver outstanding performance
in every conceivable multi-channel playback environment.

No matter where your production needs transport
you, surround yourself with the Genelec truth, the finest
in surround sound monitoring systems.

GENELEC

508-652-0909 « www.genelec.com
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Better.

Super nice compression: three layered
stereo compressors in one box.

Cleaner.

100 kHz bandwidth. Meticulous circuit
design and layout.

Cheaper.

“Compression at a near-unbelievable
price-performance ratio...absurdly cost
effective”

—Craig Anderton, EQ

RNC1773
Really Nice Compressor

Pristine analog audio path & precise
digital control creates what some
professionals are saying is one of the
best compressors you can buy for under
$2,000!

$199..c

FMR Audio

Austin, Texas

1-800-343-9976
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www.mraudio.com

Learn Audio Recordmg |
Like No Where Else.

- 1
e GuUnservavory.
i ReCOUrianyy

FArIS S sewences
- - - e - - )’
1.800.562.,6583

All students train, hands-on, in cutting edge 48

track Analog/ Digital Recording Studios that
feature:

( +SSL * Studer *» Otan * Neumann
+Amck  * Neotek * Lexicon » Hafler
Plus.

* Mac G3/TASCAM Digital Lab
+ Studio Master Mix Down Lab

+ Individual Pro Tools Work Stations |
* And Much, Much More!

+  No more than 12 students per class - taught
by award winning professionals.
’ Every student completes an internship in the
industry for graduation. |
Only recording school authorized by
Avid/Digidesign, T.C. Electronics, WAVES,
|
1

and SIA to certify students in the use of their

2300 East Broadway Road )

products. @
| Le. electronic Toons

Tempe, Arizona 85282

| www. audiorecordingschool.com
e — — — —— — —
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Surround Sound in te
Studio

Note that | said at leastone subwoofer. Most industry experts recommend the use of
two wherever possible, and producer and surround sound evangelist Bob Margouleff (see
sidebar) agrees. “If you can afford two subwoofers, that's a better way to go. It gives you
more dispersive energy so you don't have to work them as hard; therefore, you get bet-
ter transient response.”

4. A healthy dose of creativity. As we'l see in future instaliments, surround sound
mixing is a whole lot more than just deciding which guitar track to put in front of you and
which to put behind you. There are numerous pitfalls to avoid but there's also a whole
new universe of sonic possibilities waiting to be explored.

One thing you don't have to necessarily buy is an encoding device, though it can be
helpful to monitor through an encoder just to see how the conversion will affect your
audio. (We'll talk more about encoding in a future installment.) Ultimately, encoding will prob-
ably be the province of the mastering studio; all you have to do for now in your project stu-
dlo is get your six-channel mix together (in addition to —- not instead of — your stereo mix).

That's it for this month, in upcoming installments, we'll talk about encoding, equip-
ment interconnections, speaker placement and calibration, surround mixing tips and pit-
falls, and more. Stay tuned to this space!

Web-surfas can find extensive information on surround sound at www.dolby.com wwav.dts
online.com, www imhlasacom, www.surroundassociates.com and www.Roberdfia: mmk;f*:

MARGOULEFF ON SURROUND

Bob Margouleff is a producer best known for his work with Stevie Wonder, as well
as artists such as Devo and Oingo Boingo. These days, he's firmly entrenched in
the front lines of surround sound, producing 5.1 remixes of Boyz Il Men, Marvin Gaye,
Tangerine Dream, and numerous classical recordings.

“The recording industry is now a hundred years old,” Margouleff observes, “but
what happened a hundred years ago is that we gave up one of our most important
sensibilities: what | call 'vector’ — that is, where the sound is coming from.”

“Up until now, we have been attempting to create a three-dimensional image in-
side a two-dimensional space. That's why we invented panning, reverb, and echo
— to create the illusion of depth in space. | think of stereo as being an objective ex-
perience — we create as much illusion of depth and space as we can, but in the
end it is a two-dimensional medium, like a picture. Surround, on the other hand, is
subjective audio. It allows the listener and the performer to occupy the same space.”

“Don't forget,” he adds, “that a hundred years ago, Berlioz wrote the Symphonie
Fantastigue, which was scored for the horns in the rear of the hall. Wagner wrote works
for orchestras so large that musicians had to play under the stage, in the foyer, out
in the audience. Church and sacred music has always been three-dimensional, and
that's the reason it's so magical and mystical: The pipe organ was in the back of the
church and the choir was in the front, with everything designed to fill the space sur-
rounding them. That is a very, very powerful force that we threw away for a hundred
years. Now we're finally at a place in the technology where we can deliver it.”

Margouleff's project studio doubles as his living room. Nestled among the over-
stuffed sofas and wall hangings is a Yamaha 02R digital mixing console, a pair of
TASCAM DA-98s, and a modest assortment of outboard processors. Strategical-
ly positioned around the console are five Genelec 1032A self-powered monitors and
unobtrusively hugging the far wall are two Miller & Kreisel subwoofers.

“My studio,” he comments, “converged in my living room, and | think that many pro-
ject studios will uttimatety do the same, sharing the same platform with the home theater.”

Margouleff concludes, “Where | want to be going, and where | think a lot of musicians
are going to want to go, is to write for this medium, to create new material based on the
fact that we are no longer living in a two-dimensional space. We are going to return to
the third sensibility — the cat's out of the bag, the horse is out of the barn, the genie’s
out of the bottle. We are going to step forward into this technology, and very soon.”
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Introduclng

WaveCenter/ PC

OK, you see what's happening: digital mixers
are looking pretty cool. After all, they've got
incredible sonics, built-in effects, and the
automation capabilities you could only dream
about before. But if you hook that puppy up to
the NoiseRacket analog soundcard that came
with your computer, you're right back in
****ville. (Rhymes with “Snapville.")

The perfect partner for
your digital mixer

¢ 8 channels of ADAT optical /O

¢ Stereo S/PDIF (coax or optical)
Here’s a better idea: keep it digital with our

new WaveCenter/PCl card. It has all the
connections you need to integrate your
digital mixer into your computer-based
studio. Transfer up to 10 channels of digital ® Fast PCI bus interface

audio simultaneously using ADAT lightpipe * Direct interface for Nemesys
and S/PDIF, with 24-bit resolution on all

channeis. Use one of the built-in MIDI {

. . - [ e 24-bitresolution on all channels
ports for mixer automation, and the other .
to connect your synthesizers. ] * Includes Cool Edit Pro SE

for out-of-the box multitrack recording

Built from the same technological « ASIO drivers for PC and Mac
foundation that's made our Dakota card the

leading digital I/O and MIDI solution for the PC, WaveCenter/PCI provides all
the connections you need to integrate your PC or Mac with your digital mixer. A . ¢ .
mazing prece: $389!

Compatible with your favorite —
oakowalk emaglc

¢ High performance 2x2 MIDI interface
e Works with both Windows and
Macintosh computers

GigaSampler software

recording software

sz soosseasse  TRONTIER

GUARANTEE h_ .

m m t% o outside USA 603.448.6283 %, GROUP
flastes . . e
IL oVt www.frontierdesign.com S

Check it out online:
www.frontierdesign.com
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A NEW APPROACH TO SAMPUNG AND PITCH,
FORMANT,. AND GROOVE MANIPULATION

For the past few years, many musicians, composers, and engineers have
been wondering when Roland would release a new sampler. The company’s
last offering, the S-760, while still a great machine, is swiftly falling behind
in features and especially in terms of polyphony and RAM capacity. So when
Roland introduced the VP-9000 at the Winter NAMM show this year, a lot
of musicians and engineers were anxious for a closer look. Was this the
long-awaited update to the company’s S-760 sampler? In a word, no.
[Roland suggests their XV-5080 as a solution for playback of S-760 libraries.]
Instead, Roland has given us a new technology and a new take on
sampling and sound manipulation. The VP-9000 especially excels at phrase
and loop manipulation, but there's much more to it than that.

FORMANT /GROOWVE

\.

MULTI CHORUS REVERB

~EFFECTS ON/OFF

S WortdRadio Aistory 00 1



VARIPHRASE
PROCESSOR

Overview

The VP-9000 uses traditional Roland structure and ter-
minology: Common, Parts, Performances, etc. If you're
familiar with this from earlier products (back to the ven-
erable D50) you'll have no trouble, otherwise you'll have
to get acclimated. | had no problem diving right in and
doing some fairly deep editing, even without cracking
the manual. Speaking of the manual, two are provided,
a Reference book, which offers detailed coverage of var-
ious features and parameters, and the User Guide, which
is a tutorial-style step-by-step guide to accomplishing
common tasks.

Here's the rundown: The basic sound source in the VP-
9000 is the sample. Samples are assigned to phrases,
which is where the sample is assigned to a key, etc. Phras-
es make up Parts, which contain global parameters for the
phrases. Six Parts, each of which can be on a separate
MIDI channel, make up a Performance. A limitation you'll
bump into fairly quickly is the VP-9000's six-voice poly-
phony. After becoming accustomed to boxes providing
up to 256 voices, six seems pretty meager, especially
since stereo samples use up two voices of polyphony. But
you truly can do a /ot with those six voices.

There are three independent effects processors in the
VP-9000 one a multi-effects the other two dedicated to cho-

Roland

y
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» ROLAND VP-S000

MANUFACTURER: Roland Corporation, 5100 S.
Eastern Ave., Los Angeles, CA 90040. Tel: 323-890-
3700. Web: www.rolandus.com.

SUMMARY: A unique device that will change your
concept of sampling and sound manipulation.
STRENGTHS: Real-time sample manipulation.
Formant processing. Groove processing. Unique
re-pitching ability. Processing available while
sampling. Three independent effects processors.
COSM effects algorithms.

WEAKNESSES: Limited polyphony. No crossfade
looping. Keymap only splits 12 ways. No external
word clock input. No keypad for number entry. Can't
extract samples directly from an audio CD.

PRICE: $3,295 EQ FREE LIT. #: 122

rus and reverb, respectively. Each Part has its own effect
send level, and each Part, as well as each effects proces-
sor, can be routed to one of three sets of stereo outputs.
The effects all sound good. Included are COSM modeled
effects such as various Boss stompboxes and guitar amp
simulators, bit rate conversion, resonant filters, and more.

The VP-9000 comes stock with 8 MB of RAM, but can be
expanded to a total of 136 MB with the addition of four 32
MB SIMMSs. Installation of RAM is a breeze; under a “hatch”

ROLAND VP-9000 SPE€eCS

Analog 1/0

.Mang 1/4-inch balanced input (front panel @ -50 to -10 dBm)

Stereo 1/4-inch balanced inputs (rear panel) @ -20, 0, or +4 dBm)
6 1/4-inch balanced outputs (balanced +10 dBm, unbalanced +4 dBm)

Digital /O

MIDI 1/O

Other 1/0

Internal disk drive
Extornal backup ..
Maximum RAM capacity
Maximum sample time

Maximum samples in RAM
Sampling frequency

Data resolution

Internal processing ...

A/D and D/A resolution
Frequency response ...
Polyphony

Muititimbral capablllty
Effects processors

Effects types

Supported sample file formats
Sample input processors

....... 000000~ S ot

............................................ S/PDIF optical and coaxial

In, out, thru

Héadphone out 25- and 50-pin SC8I connectors, 3-pin IEC power oonnector
A L e e s O 250 MB Zip

..Optional CD-R, CD-RW

136 MB (8 MB stock)

8 MB: 25 seconds/stereo, 50 seconds/mono

136 MB: 425 seconds/stereo, 850 seconds/mono

Sampling/playback: 32, 44.1, 48 kHz

Importing: 8, 11, 15, 16, 22.05, 24, 30, 32, 44.1, 48 kHz

Internal: 44.1 kHz

AL 20 Hz-20 kHz (-3 dB)
..6 voices (stereo samples use 2 voices)

3 (multi-effects, chorus, reverb)

.40 multi-effects, 8 chorus types, 9 reverb types
_AIFF, WAV, Roland S-700 series, Akai S-1000
Compressor, limiter, noise suppressor
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Take it from the top with Phrazer™, the new audio software
from BitHeadz that takes loop composition to the next level.

Phrazer is the real-time audio loop sequencer Mac users
have been waiting for. Powerful pitch and tempo matching
algorithms, built-in sample editing, and on-board digital
effects provide total control of your sound.

The power of multi-track digital audio and MIDI has finally
been integrated into the most comprehensive loop-based
production software ever.
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e Import Acid™ libraries, Unity DS-1, and CD Audio

* Play AIFF, Sound Designer II, and wave samples

* Record your own samples and loop them

» Create with over 300 MB of included loops

» Import and assign multiple loops and DSP effects to each track
* Stream audio from hard-disk or load audio into RAM

* Gate tracks using QWERTY keyboard or MID! controller

* Get maximum performance with Velocity Engine optimization
* Use ASIO, DirectConnect, MAS, ReWire, or Sound Manager
* Edit your samples for fine tuning audio files

» Render or Record entire mixes to disk
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"These mics are so good
it's absurd!"
Bruce Swedien (Grammy winner,
Michael Jackson, Quincy Jones,
Duke Ellington)

"God, I love these (expressive
deleted) things!!!™
Ed Cherney (Grammy winner,
Rolling Stones, Eric Clapton,
Bonnie Raitt)
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VARIPHRASE
PROCESSOR

* Solo — for dry (no effects) mono-
phonic vocal and instrumental lines

* Backing — for rhythmic, percussive
material

¢ Ensemble — for synth pads, choirs,
and similar sounds with complex harmon-
ic structures and/or effects

You also need to establish the sample
“‘mode,” which has three aspects: First,
whether the sampie will play monophoni-
cally or polyphonically. Second, how the
sample will react when a note is playing
and another note is triggered. The sample
can re-trigger (play from the beginning with
each key strike), Time Sync (playback for
the new note starts at the playback point
of the current note), Legato (playback
takes over from the previous note, but at
a new pitch), and Step (note plays back
until it reaches the next Event, and stops
— see below for more on Events). Third,
there are three trigger settings, gate
(sample plays for as long as a key is held),
trigger (pressing a key either stops or starts
playback), and drum (sample plays back
in its entirety each time a key is pressed).

In addition to basic sample editing, you
can get deep into programming the re-
sponse of a sample; looping, velocity re-
sponse and curve, level, key follow, LFOs,
portamento, and more are all provided.

The VP-9000 can automatically divide a
sample into individual “Events” based on the
transients in the sound; each of those Events
can then be assigned to a separate key.
This lets you break up a drum loop into its
component hits and assign them to notes
$0 you can play them from a keyboard. If
necessary, you can go in and manually add
or delete Events. This lets you split a sam-
ple that the VP-3000 might not otherwise be
able to deal with as well as correct the VP-
9000 if it mistakenly identifies (or misses) a
particular Event you want to include.

For all this power, the VP-9000 isn't re-
ally set up to serve as a conventional sam-
pler for playing, say, piano sounds. A
keymap is limited to twelve one-note
zones/splits on consecutive notes on the
keyboard, and there's no provision for
velocity switching, etc. You could set all
six Parts to the same MIDI channel, set up
keymaps for each that cover different
ranges, and make an “instrument.” |
actually did this, but it's not worth the both-
er. The bottom line: The VP-9000 won't re-
place your conventional sampler for
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playing instrument multisamples from a
keyboard or sequencer.

Variphrase

The technology behind the VP-9000 is
something Roland refers to as “Va-
riphrase.” Essentially Variphrase allows
you to independently process the pitch,
tempo, formant, and groove aspects of
sampled material in real time. 1t's possi-
ble to do similar pitch and tempo manip-
ulation in software applications such as
Sonic Foundry's Acid, but also having ac-
cess to formant and groove manipulation
and real-time control moves the VP-9000
to an entirely different level.

Three knobs at the upper right of the front
panel, collectively referred to as the Variphrase
Controls, are the heart of controlling the
process. Their labels describe what they con-
trol: Pitch, Tempo, and Formant/Groove. This
emphasizes that there's a lot you can do with
the VP-9000 in real time. Grab these three
knobs, and the parameters they control will

“In order for the
VP-9000 to work
its magic, samples
need to be ‘trained’

or encoded with
their original pitch

and tempo.”

follow, whether you're changing the tempo,
pitch, or modifying the groove or formant. You
can also toggle the effects processors on and
off from dedicated front panel buttons.
Groove can do some pretty impressive
things. You can make a swung rhythm
sound straight or make a straight rhythm
swing, which is amazing to hear. But |
found it even more fun to push phrases
past where they were happy, which re-
sults in odd distortions and resonances.
The tempo control is effective through
a fairly wide range. As with similar time
compressfexpand processes, once you
get outside the effective range, you'll start
to hear artifacting — but as with the Groove



V-PRODUCER

At the AES show (September 22-25 in
Los Angeles), Roland will announce
new V-Producer software for use with
the VP-9000. V-Producer will function
as a computer-based sequencing and
encoding tool for VP-9000 samples
and parameters. This includes on-
screen arrangement of audio phrases,
six-channel mixing and effects setup,
plus more precise graphic editing of
pitch, time, and formant. With the ac-
companying V-Trainer software, more
sophisticated wave training (encoding)
can be performed on WAV and AlFF
format files. V-Trainer can also batch-
encode multiple samples.
V-Producer can sync to other soft-
ware using MiDI clock or MTC, and
complete V-Producer arrangements,
including phrase arrangements can be
saved as Standard MIDI Files. Up to
six VP-9000’s can be controlled by
V-Producer for a complete Vari-
Phrase-based audio workstation.
The V-Producer software will initially
be available tor PC with a Mac version
slated for 2001. Current system re-
quirements include a 233 MHz Pentium
MMX processar (Pentium |l or gredle!
recommended) running Windows98, 64
MB RAM or greater, a minimum of 20
MB available hard disk space, and a Zip
drive (when using V-Trainer) Price had
not yet heen announced at press time;
V-Producer will be available through
authorized Roland dealers.

processing, this can be pretty cool.

Formant lets you play with the sound'’s
resonant characteristics - - you can con-
vert a male voice into a female-sounding
voice, and vice-versa. Bit you don’t have
to go that far. For me, the Formant control
was more effective for subtly adjusting the
resonance of a vocal phrase as it was pitch
shifted, partlcularly when trying o creats
stacked harmonies from a single melodic
sample. The pitch shift algorithm in the VP-
9000 is vary good over a range of about an
octave. Beyond that, you'ii hear it. But when
you combine the pitch shift with the formant
control you can sometimes strotch this and
keep things sounding natural.

It's hard to describe exactly what you can
do with some of these features. At the most
basic, you can load in samples with differ-

» continued on page ll4
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Reland VP-9000
Variphrase Processor
BY MITCH GALLAGHER

Amek Channel in a
Box Mic/Line Preamp/
€Q/Compressor

Rupert
IIE A O y- NG/ES Upon receiving the Amek Channel in a Box (CIB),

Ame CJ 4 n latest | eagerly mounted it in my rack and plugged it in.
Line Preamp/Elia/a(:g..r;\;r“ellsg/or The first thing | noticed were two small, glowing
BY ROB MCGAUGHEY pl‘eamp/EQ/ icons — the Amek logo in blue against a white

background, and the Pure Path logo in white
compressor against a blue background. With these two back-

IlS s - 3 d5|gn iS a lit logos, in combination with a plethora of red, yel-

low, and green LEDs and two LED-style meters, the
pure winner CIB certainly looks cool enough! Overall, it's got a
decidedly vintage look but with a bit of a modern
twist, featuring white lettering on alternating back-
grounds of dark gray and dark blue. The lettering
was a little small for my eyes at first, but after awhile
it didn't really bother me. The meters are easy to
see and the main gain knobs are larger and have
a yellow face as opposed to the white-faced knobs
used for everything else. The buttons are backlit
and color-coded so it's easy to see what's opera-
tional at a glance. Overall, | felt the unit was laid out
in a fashion conducive to getting work done.

Apogee AP8B8AD and
AP8DA /O Cards for
Yamaha Digital Products
BY HOWARD MASSEY

20 15RS

Drawmer 1969 Mercenary
Edition Vacuum Tube Mic
Preamp/Compressor

BY STEVE LA CERRA

Mic/Uine Pre

The CIB's mic preamp sounds fabulous! It has a
very detailed character that’s warm, silky, smooth
and very musical. It doesn't exhibit noticeable col-

ELECEERIBE LS, . . .. oration and seems to work well on a wide array of
-~ ——— ' microphones. | tested it with a Soundelux U99
1 - large diaphragm tube mic, a Royer R-121 ribbon

Korg Electribe Groove mic, a Rode Classic tube mic, a Beyer Dynamic
Production System MC834 condenser mic, an Audio Technica
BY CRAIG ANDERTON AT4041 condenser mic, a Shure SM57 dynamic

mic, and an AKB D112 dynamic mic. | used it on
130

vocals, acoustic guitar, electric guitar, kick
drum, and a variety of miscellaneous percussion
Soundelux U99 Microphone
BY ROB MCGAUGHEY

instruments. No matter what | threw at it, it per-
I34 B =12

formed flawlessly. It was significantly better than
MediaForm CD-3701

Mackie VLZ mic preamps in both noise and over-
all sonic character; in general, it seemed fuller,

Standalone CD Duplicator
BY MITCH GALLAGHER

cleaner, and more natural. | also compared it
against an Oram MWS and, while they were sim-
ilar in sound quality, | picked the CIB in most blind
A-B tests. When used on guitars and kick drum,




it exhibited fullness in tho low end with-
out any degree of tubbiness. In my
opinion, this is one of the best mic pre-
amps on the market.

The mic pre section of the CIB fea-
tures two gain controls. One is stepped
in 6 dB increments, while the other has
only a center (0 dB) detent and offers
the ability to finc-tune the gain. | real-
ly like this two-knob approach to
trimming a mic pre; it's both easy and
precise. There’s also two backlit but-
tons for selecting +48V phantom pow-
er and for polarity reverse. An LED-
style meter is available to monitor the
input level; it's switchable between the
mic and line inpuls. Both inputs also
have an overload LED that illuminates
4 dB before clipping.

The line preamp has its own set of in-
puts and works simultaneously with the
mic preamp. It features a single trim
control, a polarity reverse button, and
shares the aforementioned LED-style in-
put meter with the mic preamp. | ran a
keyboard through the CIB into Pro Tools
and compared it with running the

"The CIB's mic
preamp sounds
fabulous! It has
a very detailed
character that's
warm, silky,
smooth and very
musical.”

same keyboard through a Mackie
MS1402VLZ as well as running direct
into the Digidesign 888 1/O input. The
CIB, with no EQ or compression, ex-
hibited a fuller sound, particularly in the
low end. Another interesting feature is
that the mic preamp is capable of han-
dling +22 dB of level when set at unity
gain, so you can use the CIB for two si-
multaneous line level inputs.

€qualization

The EQ section of the CIB is split into
three parts. Each of these shares a few
common features. They're all capable
of 18 dB of gain per filter, and each can

By Rob McGaughey - soundsauna@earthlink.net
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» AMEK CHANNEL IN A BOX

MANUFACTURER: Amek, Langley House, Third Avenue, Trafford Park Man-
chester M17 1FG, United Kingdom. Tel: +44 (0) 161-868-2400. Web:
www.amek.com or www.purepath.co.uk.

SUMMARY: A rackiriount “channel strip” from the renawned designer Ripert Neve
that's ideal for tracking and mixing applications

STRENGTHS: Pristine audio path, Mic preamp is one of the best. Glow, Sheen
and Peak features. MNexible and full-fealured compressor

WEAKNESSES: No (ronl panel power switch. No master EQ bypass switch to

turn off all sections simultaneou§l_y,
PRICE: $3,250 .
€Q FREE UT, #: 118

be independently assigned to either the
mic, line, or side-chain path. The first
section, Filters, comprises high- and
low-pass filters. The high-pass fiiter is
continuously variable from 22-300 Hz,
while the low-pass is variable from
2.5-25 kHz. Both filters employ an 18
dB/octave slope. The high-pass filter
worked great for removing rumble on a
vocal track.

The next section appears at first
glance to be a pair of simple frequen-
cy-adjustable shelving filters. Actually,
it's a lot more than that. The low-fre-
quency component operates over a
range of 30-300 Hz, with the ability to
select one of four different filter shapes.
In the standard shelf mode, the re-
sponse curve remains flat up to the cho-
sen frequency, where it rolls off at 12
dB/octave. Or, by depressing the Peak
switch, you can select a more “bell-
shaped” curve with a steep Q. This al-
lows you to hone in on a certain aspect
of the signal. A third option is “Glow.”
This feature makes the shape of the fil-
ter much less steep-sided, providing or
removing a certain warmth. The fourth
option is to select Peak and Glow si-
multaneously for a filter shape that falls
somewhere between the two individual
shapes.

The high-frequency shelving filter
takes a similar approach, operating
across a frequency range of 2-20 kHz.
It also offers four different shapes: a
standard shelf, peak (as above), Sheen
(similar to Glow), and a combination of
Peak and Sheen. The LF and HF shelv-
ing filters can be assigned in tandem to
the mic, line, or the sidechain section of
lhe compressor.

The third EQ section is a pair of tra-
ditional fully parametric equalizers.
The Low Mid Frequency (LMF) equal-
izer is sweepable from 20 Hz to 1 kHz,
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while the High Mid Frequency (HMF)
equalizer is sweepable from 500 Hz to
25 kHz. A Q control, which defines the
bandwidth over which the EQ is ap-
plied, is adjustable independently for
each band.

The EQ section of the CIB is easy to
use but has amazing flexibility. Once
you get a feel for how each of the filters
sounds, you can quickly dial in the
sound you want. | used it on vocals, gui-
tars, keyboards, percussion, and kick
drum. Without fail, the CIB EQ per-
formed flawlessly — | particularly liked
the Glow and Sheen filters. On acoustic
guitar, the Sheen filter was outstanding,
while the Glow filter added some nice
girth to an electric guitar. Overall, | felt
the equalizer was one of the best I've
worked with.

Compressor
At this point you probably won't be
surprised when | say the compressor
section of the CIB is outstanding, too.
It offers a threshold adjustable from
-40 dB to +20 dB (according to man-
ual, the front panel is labeled to +23
dB, and in fact the controf turns past
that point), an attack control ad-
justable from 0.3 to 300 ms, a release
control adjustable from 0.1 to 10 sec-
onds, a ratio adjustable from 1:1 to
40:1, and an output gain that ranges
from -6 dB to +18 dB (again, per the
manual; the front panel is labeled from
-10 to +20). The compressor can be
assigned to either the mic or line path.
A Key switch routes the sidechain in-
put to the opposite input of whichev-
er one the compressor is currently as-
signed to. The sidechain path has an
overload LED that illuminates 4 dB be-
fore clipping.
The compressor section provides an
» continued on page ll4
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AMEK CHANNEL-IN-A-BOX

» continued from page II3

LED-style gain reduction meter so you can easily see what the
compressor is doing. There's also a Link switch that allows you
to apply identical gain reduction across multiple CIBs, based
on whichever path has the greatest signal. The most interesting
button in the compressor section is labeled “&MM.” This
changes the compression curve to a softer knee that, ac-
cording to Rupert Neve, “musically emulates the best of my
past designs.”

In practice, the compressor, like everything else on the CIB,
was awesome. It could be used to provide anything from sub-
tle compression to heavy limiting. The “&MM" feature was re-
ally useful; it allowed me to dynamically controf audio signals
in @ more musical fashion. The sidechain and its integration
with the equalizer, the true dual-path design, and the Key
switch all serve to make the compressor a highly versatile tool.

Outputs

There's an independent balanced output for both the Mic and
Line paths with a rotary knob to set the level, as well as a but-
ton that allows you to switch the input meter from pre-fader to
post-fader for a true view of the output level. If you're into faders
instead of knobs, an XLR connector lets you connect a remote
fader that supplants the rotary knob on the output section for
both the Mic and Line paths.

Conclusions

The CIB is the real thing — not something trying to emulate
the real thing. It's also more versatile than it appears at first
glance, since there's two completely separate audio paths (mic
and line), with flexibility in assigning the EQ and compressor.
$3,250 may seem steep, but the Amek Channel-In-A-Box will
be worth it for those who demand the best. Rupert Neve has
done it again — this is one truly awesome piece of audio gear.

Rob McGaughey owns and operates Sound Sauna
Studios in Pittsboro. Indiana.
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» continued from page Il

ent original pitches and tempos, and the VP-9000 will make them
all play back in perfect sync, for both pitch and tempo. You can
grab the front panel controls and smoothly change the pitch, tem-
po, and formant/groove of a Part (or any combination of these
for any combination of the six parts) and they'll all stay tightly
locked together. But you can go far beyond these kinds of things;
by pushing the various parameters, you can create entirely new
sounds as well as twist, wreck, and mangle old clichés into fresh
sounds — and keep in mind, you can do all of this in real time.

Loading up six sample phrases at different tempos and pitch-
es, and having them all line up perfectly in time and pitch is a trip
— and it becomes even more so once you start cranking on the
Variphrase knobs as the sounds play back. Even if you've worked
with Acid, there's something cool about playing the sounds from
a keyboard and tweaking them from a front-panel knob.

When in soloflegato mode, you can do some amazing things,
such as changing the pitch of notes within a sampled melodic
phrase. You can even make a melodic phrase play back at one
pitch, or take a phrase that was sung in a monotone and give it
a melody. How well this works depends on a variety of factors.
In some cases you'll hear the pitch skip to the new note, but by
either programming or playing the MIDI control notes carefully,
you can get astonishing results. While you can “perform” this kind
thing from a MIDI keyboard, it really comes together under the
control of a MIDI sequencer. | sampled phrases into the VP-9000,
then set up MIDI tracks in Digital Performer to re-pitch their
melodies. | was guite happy with the results, since | could real-
ly get in and tweak the MIDI control data in the sequencer.

Conclusions

The VP-9000 is one amazing box. If you're looking for new, fast,
real-time ways to work with loops and phrases, you want to ma-
nipulate vocals, or if you want to get into creating new sounds, this
box is for you. It's not cheap, and you only get six-voice polypho-
ny, but overall the VP-9000 packs as much creative power into two
rackspaces as anything I've worked with. | love it. ]
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By Howard Massey - hmassey@uemedia.com

Apogee APSAD and AP8DA
/O Cards for Yamaha Dlgltal Products

Upgrade the
converters
on your
Yamaha
03D, O2R
PMID, or
De24.

Nam
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After you've been working with digital audio long
enough, you realize that its sonic qualities are largely
a function of the converters being used, along with, to
a lesser extent, the degree of jitter in the signal. That's
why products made by manufacturers such as
Apogee — widely regarded as one of the premier
names in the converter field — are so prized.

With the release of their APBDA and AP8AD expan-
sion cards, Apogee allows you to add eight channels
of Apogee-quality conversion directly to a Yamaha 02R
or PM1D mixer, or to the Yamaha D24 MO recorder. De-
signed to fit into either a standard or short (“Mini-Y") YG-
DAl slot (each card takes a single slot), both products
were alsu inilially slated to work with the evein lower-cost
Yamaha 01V mixer, but currently don't do so. Although
the manual doesn't reflect this, Apogee says the cards
are now compatible with the Yamaha 03D mixer. One
caveat: if you're installing a card in a “Mini-Y” device such
as the PM1D or D24, you need to physically break off
a couple of stabilizer strips. This is a simple operation,
but once it's done, it can't be undone, so the card can't
be reused in a full-length YGDAI device such as an 02R.

I had no problems installing the two cards in my 02R,
which, after power-up, recognized them as “analog”
cards. However, the 02R can't distinguish between the
input (AP8AD) and output (AP8DA) functions, so an out-
put assignment screen appears for the APSAD, even
though it serves no purpose.

The two cards can coexist comfortably inside the
same host product, giving you high quality signal input
as well as output (in fact, up to four Apogee cards can
be installed in an 02R). But according to the manual |
received, if an AP8AD is installed in slot 3 or 4 of an 02R
(the upper slots), you can't put an AP8DA in the slot im-
mediately below it. Apogee tells me that this problem has
since been resolved; four cards shouid now work in the
02R regardless of slot positions.

Both cards utilize Apogee’s renowned Ultra-Low Jitter
Clock, and this undoubtedly has a lot to do with why they
sound so good. But the main reason is the quality of the
converters themselves, which are Apogee's proprietary
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» APOGEE APSAD & AP8DA

MANUFACTURER: Apogee Electronics, 3145 Donald
Douglas Loop South, Santa Monica, CA 90405. Tel: 310-
915-1000. Web: www.apogeedigital.com.

SUMMARY: Adds Apogee's high-end converters to your

Yamaha 02R, 03D or PM1D mixer, or to the D24 recorder.

A great way to transform analeg signal to digital or vice-

versa without having to go through external converters.

STRENGTHS: Great sound. Easy to install. Less expen-

sive than eight channels of outboard Apogee converters.

Can be set to any of three operatlng Ievels on a per-chan-

n oloWd by

APSAD lud Sc L

WEAKNESSES: Once installed in a “Mini-Y" device (i.e.,

PM1D or D24), card can't be used again in a full-size YG-

DAl device (i.e., 02R). DB25 breakout cable required but

not included. AP8DA outputs pop when changing clock

source or sample rate. For external sync, AP8AD requires
ock |

PRICE AP8DA: $ 1,195; AP8AD: $ 1,495

€EQ FREE UT. # 115

bsed to the 20-bit resolution used by
the 02R's stock converters. Both cards operate happily at
either 44.1 or 48 kHz sampling rates and there are jumpers
that allow them to operate at 88.2 and 96k, even though
some Yamaha products (such as the 02R) don't support
them yet. If and when Yamaha upgrades their products to
allow for these higher rates, the Apogee cards will be ready
to go with the flow. The brief but informative owners man-
ual states that an upgrade will be made available at that
time that will allow automatic sample rate selec-
tion, negating the need to physically remove the
card(s) and change the jumpers.
Speaking of jumpers, both cards provide
a set that changes the level setting for each
channel independently. You've got your
choice of three different levels: -10 dBV or &i-
ther of two +4 dBu settings: 0 VU = 14 dBFS
(18 dBu max) or 0 VU = 20 dBFS (24 dBu
max). This allows the cards to interface with
a wide variety of equipment.
Getting signal into or out of the cards requires
a DB25 breakout cable (the same lype and pin-
out used with, for example, a TASCAM DA-88),
since that's the sole connector provided. This kind
of cable can set you back 100 bucks or more,
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Apogee APBAD and AP8DA

unless you're willing to solder one up yoursetf.
It's probably too much to expect that such a
cable would be included with the card (it's not),
but be aware that you're going to need to bud-
get for one when you purchase one of these
cards.
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FIGURE 1. A snare drum hit was
simultaneously sent to Pro Tools, an
02R input, and an AP8AD input. The

latter two signals were brought inte Pro
Tools; all three signals were routed in
the analog domain. The latencies of

both the 02R and AP8AD are very low
— 127 samples at 44.1 kHz, or just
under 3 msec. More importantly, their
latency is identical, so there are no time
delays, phase cancellations, or
smearing when using them together.

Having covered therr common points, let's
take a closer look at each card individually.

AP8DA

After installing both the AP8DA and Yamaha's
CD8-AD card in my 02R, | used a balanced
line-level switcher to alternately route the
signal from eachto a pair of Genelec 1029A
monitors and a Genelec 1092A subwoofer.
With the AP8DA's jumpers set to 0 VU = 24
dBu and the Yamaha card at its +4 level set-
ting, my SPL meter confirmed that both cards
were perfectly levelmatched when outpuitting
pink noise, so it was time to begin listening to
some music!

The difference between the analog out-
put of the two cards is clearly audible, though
subtle. Audio played through the APS8DA
had improved localization and better defi-
nition, particularly of low-level signals. The
same signal played through the Yamaha
card seemed somewhat two-dimensional,
as if the sound were coming from a flat plane
directly in front of the listener, whereas the
Apogee card appeared to have a broader
spread with greater front-back depth. This
effect was even more apparent when lis-
tening to 5.1 surround sound material; each
sonic component was placed more identi-
fiably within the soundfield, and there was
a greater degree of separation between the
instruments. If | had to use one word to sum-
marize the difference between the two, it
would be “focus” — the sound of the AP8DA

is clearer and more delineated than the
Yamaha card.

The only negative is an audible popping
when powering up with the AP8DA installed,
changing sample rate, or going from inter-
nal clock to external word clock (or vice-
versa). Apogee tells us that this is a result
of using their low jitter clock for sync — the
upside is an improvement in audio perfor-
mance, the downside is that it takes a tenth
of a second to lock, during which time this
noise is emitted. Most studios follow the
wise policy of turning on power amps/pow-
ered speakers last, but I'd also recommend
powering down your monitors or turning
their levels down (if they're connected post-
monitor level control) before changing
clocks or sample rates.

APBAD

As before, my first step was to confirm that
the levels between the 24-bit Apogee
AP8AD card and the Yamaha's own inputs
were matched. According to Apogee, the
levels should be the same when the APBAD
jumpers are removed altogether (so that 0
VU = 24 dBu) and when an 02R input chan-
nel trimis set to minimum and its 20 dB pad
is engaged. However, my SPL meter
showed that the Yamaha inputs were 0.7
dB hotter than the Apogee’s, so the
appropriate channel faders were adjusted
accordingly before beginning another
round of extensive listening. (Apogee
says this difference is due to a discrepan-
cy in Yamaha's published specs.)

Interestingly, | felt that the sonic distinc-
tions between the two A/D cards were more
subtle than the differences between the D/A
cards, though EQ editor Mitch Gallagher
(who joined me for these listening tests)
found the reverse to be true. But we both
agreed that, especially on source material
with high-frequency transients such as cym-
bals, shakers, and steel-string acoustic gui-
tars, the sound of the Apogee card was
more open, more airy. In short, there's the
extra definition and greater dynamic range
you'd expect when working with 24-bit sig-
nals instead of 20-bit (not to mention
Apogee’s low jitter clock). On the other hand,
the stock 02R inputs imparted a slightly
rounder tone that complemented other kinds
of material — for example, heavy electric gui-
tars or synth pads. These timbral variations
provide a good reason for adding an APSAD
to your device's stock inputs; doing so gives
you two different input options, each with a
subtly different sonic signature.

Another feature offered by the AP8AD is
Apogee's proprietary Soft Limit technology.
This uses a fast attack and a logarithmic curve
to tame overly hot input peaks. (See Figure
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2.) Soft Limit can be turned on or off for indi-
vidual channels using DIP switches thought-
fully located on the rear of the card — a smart
design that precludes having to remove the
card to access them. There's no adjustable
threshold, so limiting doesn't actually kick in
until you input sufficiently hot levels.

With the 02R’s internal clock as master, the
APBAD is perfectly happy, but when syncing
to other gear, the AP8BAD requires external
clock signals that meet a certain standard of
quality. If you use a less stable external word
clock, the APBAD may generate some digi-
tal hash when changing sample rates. (You
can mute the noise by pulling down the as-
sociated input faders or hitting the channel
mute buttons.) The AP8AD grumbled when
locked to word clock from the BRC in my rig,
but when | tried it with another BRC, the prob-
lem lessened considerably; when | used an
Apogee PSX-100 as clock source, all hash
and noise disappeared entirely.

The latency of the AP8AD is remarkably
low — some 127 samples at 44.1 kHz, or less
than 3 msec — and is identical to that of the

FIGURE 2. Compare the hard clipping
and squared-off waves in the upper,

non-limited signal with the rounder,
less-distorted waves in the lower signal,
which has been Soft Limited by the
APBAD. Also note that lower-level sig-
nal components are unaffected and
therefore identical.

02R's onboard A/D converters, SO you won't
have any time smearing or phase cancella-
tions if you're bringing signal into the board
using both types of A/Ds. (See Figure 1.)

The Wrap-Up

The bottom line is that both the AP8DA and
APBAD provide audible improvement in the
performance of the host equipment. During
tracking, at mixdown, or if you're doing a lot
of mastering work or critical listening, either or
both of these cards can be an important add-
on to your Yamaha console or MO recorder.

Howard Massays latest book — Behind
The Glass (Miller-Freemnan Books) — is
a collection of interviews with record
producers.
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* y  Headphones are critical to the success
o T | of your recording project. Years of creative
effort, thousands of dollars in studio time
\ " or equipment, and the future of your
professional music career depends upon
the stereo mix that you hear prior to
mastering,.

beyerdynamic headphones are the ultimate
audio tool crucial to completing your project.
- Offering exceptional value at every price
point, beyerdynamic’s sealed headphones
are characterized by:

v Superb stereo imaging and unsurpassed
depth of field.

v Crystal clear sound reproduction.

v Extended frequency response to capture
every nuance of your production.

v Extraordinary comfort without ear
fatigue for long sessions

v Durability for long term use

v Field serviceable replacement parts

DT 770 Pro: Diffuse field equalization, neodymium
drivers, excellent isolation, and comfortable to wear,
this headphone is the finest studio headphone available
anywhere.

DT 831: Advanced design and materials create
the broadest frequency response available in the
market (5 - 35,000 Hz). Equalized for critical
listening of digital recordings.

DT 250: Ruler flai frequency response, circumaural
ear cups, and a replaceable cable are hallmarks of \
this production and professional field recording
headphone

DT 231: Designed for the home studio market,
the DT 231 represents exceptional value in a sealed
headphone design.

For nearly three generations, beyerdynamic has been a leader in high performance studio reference monitor headphones.
We invented the headphone. Today, we continue to make the world’s finest headphones. Improve your music. ‘Demo our
headphones at a beyerdynamic Professional Audio Dealer near you.
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for information in the United States & . q

1.800.293.4463

e-mail: salesUSA@beyerdynamic.com

SR 7~ beyerdynamic
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1.888 567.5940
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By Steve La Cara: slacerra@uemedia.com

Drawmer 1969 Mercenary Edition

A new

take on the
venerable
Drawmer
960 mic
preamp/
compressor

Drawmer's 1969 Mercenary Edition Vacuum Tube
Compressor is a two-channel unit with integral mi-
crophone preamps, as well as an instrument-level aux
input with passive tone control. A modified version
of the company's successful 1960, the 1969 Mer-
cenary Edition was largely developed at the request
of pro audio maven Fletcher of Mercenary Audio.

The circuitry of the 1969 is a hybrid design com-
bining Burr Brown {C's with tube stages in the
VCAs, and in the mic and instrument-level pre-
amplifiers. Housed in a two-space rack chassis, the
unit includes rear-panel jacks for XLR mic in, line
in and out, 1/4-inch TS unbalanced sidechain in-
put, and TRS insert jacks (ring = send, tip = return).
Unlike just about every piece of outboard gear
we've seen, the 1969 provides separate insert
paths for —10 dBV and +4 dBu devices. A front-
panel 1/4-inch TS jack for instrument input com-
pletes the unit's I/O facilities.

Front-panel controls for each channel include mic
gain, source select (aux, line, mic, and mic with 48-
volt phantom), polarity reverse, low-frequency
rolloff (at 50 or 100 Hz), threshold, attack, release,
and output gain. A VU meter is provided for each
channel and may be switched to indicate either gain
reduction or output level (very useful). In addition to
the “normal” output of the compressor, a switch al-
lows bypass or sidechain monitoring for each chan-
nel. At the far right side of the front panel are a pow-
er switch and a three-position stereo link switch, each
with a trés-chic blue LED. Controls for the single aux
input include gain, bass, treble, input sensitivity, EQ
bypass, and normal/bright.

We found the concise manual to be useful, par-
ticularly the “quick set up” section. Simply patching
a signal into one of the channels and setting the front-
panel controls as per the quick guide got us off and
running with excellent sonic results.

In Use

We used the 1969 Mercenary Edition in a variety of
sessions for just about every audio source we could
get our hands on. To get a feel for the microphone
preamp’s character we initially bypassed the com-
pressor so that we were hearing only the preamp. Pre-
amp gain is adjustable in 6 dB steps from 0 to 66 dB.
It'd be nice to have finer resolution for situations where

CHANNEL 2
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Vacuum Tube Mic Pream/Compreso
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» DRAWMER 1969

r

MANUFACTURER: Drawmer, dist. in the U.S. by
Transamerica Audio Group, 4760 West Dewey, Ste
133, Las Vegas, NV 89118. Tel: 702-365-5155. Web:

www.transaudiogroup.com.

SUMMARY: Two-channel vacuum tube compressor

with built-in mic preamps.

STRENGTHS: Excellent sound quality. Capable of
wide tonal variation. Separate insert loops at both —10

dBV and +4 dBu.

WEAKNESSES: Mic preamp clipping indication is

vague. No pad on mic input

PRICE: $2,950

€Q FREE UT. # 116

youre using the preamp with the compressor
bypassed, because we sometimes found one setting
too low and the next too high at our tape machine
meter. When the comp is “in-circuit” you can use the
continuous output level control to fine-tune signal lev-
el to any setting.

A clip light accompanies the mic pre gain control,
but nowhere in the manual does Drawmer specify the
signal level at which this LED turns on (though the
manual does say it “illuminates when excessive mic
gain has been applied and there is a danger of clip-
ping”). It's also unclear if it indicates clipping at the
input stage or after the mic amp. This irked us a bit
because — judging from the signal level at our tape
deck — the LED turned on way too early. When mik-
ing kick or snare drums we weren't sure if “clip” was
lighting because the mic's output was too hot, or if
we were in fact applying too much gain (if the 1969
had a pad it'd be easy enough to determine this). We
decided to ignore the LED and trust our ears — which
didn’t indicate any distortion when the clip LED
blinked on transients.

’ (J
|pRAWMER

1:96% )

VACULM TUBE
COMPRESSOR
PAR-AMPUIFTER
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Equalize the Protea way. The new Ashly Protea System Il digital
equalizer/processors offer all the remarkable versatility and control
of the original Protea series while providing enhanced sound qual-
ity and exceptional signal-to-noise, making them well suited to
nearly any application, from F.O.H. to studio recording. We've
taken the Protea’s already-impressive features=—intuilive user
interface, extensive control options, expansion possibilities (up to
16 channels of EQ, using 2- and 4-channel slave units), built-in
compressor/limiter, and much more—and added a host of truly
professional improvements. lhe System Il features a totally
redesigned DSP chain (with new 100MHz DSP and 24-bit A/D/A),
>110dB dynamic range, <-90dBU signal-to-noise ratio, 1.364-
second time delay (quadruple that of the previous Protea!), seam-
less preset switching to eliminate dropouts, inaudible zipper noise,
increased filter adjustment speed, finer compression ratio steps,
easier MIDI channel programming, and more. The result is a sertes
of revolutionary equalizer/ processors with audiophile quality
specs and the versatility for F.O.H. and monitor-mixing, speaker

cluster alignment, in-ear monitoring, and even studio recording.

Original Protea Owners:
Your original 4.24G may be upgraded to include the full features
and benefits of the Protea 4.24G System |I. Please contact
our Customer Service Department for the details.

ASHLY

rS
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-
 ——
-

o

4.24G

Digital equalization mott
unit—the programmable, )
four-channel equalizer/proces-
sur hal lies at the heart of the Fro
ahy Protea series graphic slave unit,
remote controller, or via PC software.

2.24GS/4.24GS

Two- and four-channel
processors with: 28 graphic
fitter bands, full function
comprecsor/hmner, and 1.364 sccond delay per chatmel.

_Controllable by 4.24G or 4.24RD, or via included PC software.

2.24P5/4.24PS

Iwo- and four-channel proces-
sors with: 12 parametric filter
bands, high and low shelf
filters, full-function compressor/ limiter, and 1.364-second delay per
channel. Controllable via included PC sultware,

4.24RD

Oplivnal full-function remote
controt with display for Protea
graphic processors (4.24G, 2.24GS, 4.24GS).

Proted System Software

For added versatility, you can control
every function of your entire Protea
system from your PC. Available
FREE on our web site: ashly.com

Ashly Audio, Inc. « 847 Holt Road, Webster, NY 14580-9103
Toll Free: 800-828-6308 = Tet: 716-872-0010 < Fax: 716-872-0739  htip.//www.ashly.com

International Agents: E&E Exports, Inc., 17922 Sky Park Circle, Suite P, Irvine, CA 92714 < Tel: 714-440-0760 « Fax: 714-440-0766
In Canada: Gerraudio Distribution tnc * Toll-Free Tel: 888-462-8346 « In Mexico: Comercializadara Gonher S.A. de C.V. = Tel: 52 (17) 16-82-00
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~__Saves You
Time & Money!

No matter where you record
your project, you need this
FREE 36-page booklet before
leaving the studio.

Contact Us Today:
1-800-468-9353

www.discmakers.com
info@discmakers.com
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IN REVIEW

Drawmer 1969 Mercenary Edition

After A/B'ing the 1969's pre against the
other preamps in our studio, it became
clear that its top end — from about 4 kHz
and up — is extremely transparent and
open, revealing as much detail in the
source as a mic is capable of capturing.
This characteristic was particularly nice on
steel-string acoustic guitar, where the
1969 accurately translated the subtleties
of attack on the strings as well as the res-
onance of the guitar body, and the am-
bient environment surrounding the in-
strument. A Shure SM57 on snare
sounded great, with a quick transient re-
sponse and meaty low-mids, while a CAD
E-350 on a kick drum produced excellent
low-frequency extension.

Since the unit compresses via “soft
knee" principle, compression ratio is de-
pendent mostly upon the setting of the
threshold control. As you move the
threshold control lower, the compres-
sion ratio gradually and very smoothly
increases. To decrease the compres-
sion ratio, you raise the threshold. The
attack time setting affects the com-
pression ratio as well, though more sub-
tly than the threshold. For a given
threshold setting, shortening the attack
time will increase compression ratio;
lengthening the attack time will reduce
the ratio. Once you grasp the concept,
operation is a breeze.

Attack time may be switched between
2,8, 15, 30, and 50 millisecond steps. Re-
lease times vary between three fixed (100
ms, 500 ms, and 1 second) and three pro-
gram-dependent times (200 ms to 2 sec-
onds, 500 ms to 5 seconds, and 1to 10
seconds). Someone at Drawmer has def-
initely been doing their homework be-
cause we never felt like we needed a step
between the attack or release settings
(and of course the fixed steps allow pre-
cise repeatability).

An incredibly diverse tonal variety can
be achieved by playing with the attack
and threshold controls. For drum over-
heads we set attack to “2,” and the re-
lease to “2" or “3." By adjusting the thresh-
old from 0 down to around -10,
compression is transparent; just enough
to smooth out peaks. Bringing the thresh-
old down below -10 and making the at-
tack faster creates an emphasis on tom
and cymbal decays. Drop the threshold
fow enough and you'll get that classic
pumping-overhead-room tone. Ditto
for vocals, which can be compressed “ob-
viously” by using fast attack times
and low thresholds or — by slowing the
attack downto “3" or “4" — compressed

EQ | OCTOBER2QGO~122

transparently. A fast attack on kick drum
resulted in a softening of the slap of the
beater hitting the head, which in this case
helped the kick sit nicely in the mix (a sim-
ilar result may be obtained on bass). Us-
ing the mic pre and the comp together
made for a great "direct-to-tape” path and
the personality of the mic pre came
through the compression process un-
scathed.

For stereo program material the 1969
offers a link switch with two modes where
threshold, attack, and release settings
from channel one serve as the stereo
master. Due to the unit's discrete two-
channel design, output level controls must
be carefully matched. But once this is
done, the channels track together without
any shifting of the stereo image. In addi-
tion to link “on” there's a "big” link mode
that makes the compressor less sensitive
to bass frequencies. If engaged, the 1969
avoids ducking the entire program when
strong bass frequencies occur (the type
of FM-radio suck-down that occurs when-
ever a kick drum drops in on a ballad).
Useful when strapping the unit across a
stereo mix bus, this feature works well to
restore the 1969's transparency, some-
how leaving the bottom end untouched
while compressing the rest of the fre-
quency range (and yes — it somehow
does make a mix sound bigger).

Drawmer definitely paid careful atten-
tion to detail in the design of the 1969. For
example, the polarity reverse applies to
both the line and mic inputs — as op-
posed to many preamps where polarity
reverse only affects the mic signal. Ditto
for the low-cut filters, which reduce
problems such as mic stand rumble with-
out obliterating the bottom register. The
ability to insert at either +4 or —10 is a def-
inite strength in matching external gear to
the 1969 without losing headroom or cre-
ating distortion.

Conclusions

When you look at the “sticker price” of
Drawmer's 1969 Mercenary Edition, you
might gulp a bit at first. However the fact
of the matter is that you get a lot for the
money. It's a stereo unit that can be used
as dual-mono, the mic pre's sound
great, it's got a huge tonal palette, and the
controls and switches feel like they're
made to last. Taking that into considera-
tion, the asking price isn't out of line com-
pared to the competition — some of which
may be giving you a single channel lor
only a bit less than the cost of the 1969.
Definitely recommended. ]



imagine...
a loop based recorder that has
unlimited memory expansion

imagine...

being able to independently
change a loop’s pitch and
tempao in real time

imagine...

instantly making gliteh-free
loops that synch perfectly to
your mix

imagine...
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IN REVIEW

By Craig Anderton- anderton@musicplayers.com

Korg Electribes Groove Production System

Korg's Electribe series is aimed squarely at the
“groove" market including DJs, remixers, producers,
and live performers, but it has appeal for studio pro-
duction as well. This tribe has three members:

¢ ER-1 Rhythm Synthesizer

* EA-1 Analog Modeling Synthesizer

* £ES-1 Rhythm Production Sampler

The three units are designed for stand-alone or
system use; we'll cover them from both standpoints.

Get your
groove
going with
Korg's trio
of produc-

tion tools.

We Are Family

The machines have much in common, starting with small
size — 11.75 x 8.5 x 2 (inches) — and light weight
{about 2.75 [bs.). They're perfect for groovers on the go,
as you can fit all three units — along with headphones,
a small mixer, and other accessories — into a bag that
will fit in an airplane’s overhead compartment. Each uses
a 9V/500 mA wall wart transformer. Although | prefer uni-
versal power supplies that can handle 100-250V, wall
warts are the next best option, as you can purchase
adapters to accommodate different voltages.

All three specialize in real-time tweaking. The controls
don't feel as substantial as, for example, those in the
Electrix series of groove-oriented processors, but giv-
en the number of functions packed onto a relatively small
front panel, they're surprisingly playable. The knobs wob-
ble a bit, but the buttons have a rubbery texture that ab-
sorbs hard hits very well. Strategic buttons light when
selected, which really helps on a darkened stage. Over- |
all, I think these babies will hold up fine with reasonably
careful treatment.

There are two minor ergonomic missteps. All displays
use LEDs, which wash out under daylight — something
to consider if your all-night outdoor rave stretches into the
morning. For studio and club use this is a non-issue. Also,
the lettering in each unit's Cammaon section (see sidebar,
ES-1 Front Panel Modules) is difficult to read. It's bad
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» KORG ELECT RIBES

MANUFACTURER: Korg, 316 S. Service Rd., Melville
NY 11747 Tel 516-333-9100 Web- www.korg.com
SUMMARY: This smart, sassy “groove production sys-
tem” blends real-time control with hip sound engines
for rhythm, “analog” synth. and sampled sounds.
STRENGTHS: Compact. Excellent real-time tweaking
options, which can also be recorded. Great effects with
the ES-1. Pattern changes on the fly. High fun factor.
MIDI sync. Good documentation. Vast numbers of
knobs and switches promote e ergonomic operation.
WEAKNESSES: Can't expand ES-1 internal sample
memory. Wobbly knobs don't feel solid. Have to stop
unit in order to change songs. EA-1 synth doesn't re
spond to MIDI volume or modulation

PRICE: ES-1, $599. EA-1, $499. ER-1, $499

€0 FREE UT. # 117

enough dealing with smoke machines and rotating mir-
ror balls without having to deal with tiny, low-contrast type.

Musically, the Electribes operate on the drum ma-
chine model: create parts of particular sounds (includ-
ing processing), trigger parts rhythmically to create up
to B64-step patterns, then string up to 256 patterns to-
gether into one of 16 songs. The ES-1 holds 128 pattems;
the others, 256.

We'lllook at ES-1 features in detall, as it’s the newest
in the line. Along the way we'll note some differences be-
tween this and the EA-1 and ER-1, and finally, what it's
like to use them together as a system,

Sampling
First, note that this is a phrase sampler; it's not intended
to replace keyboard samplers for piano sounds, etc. Rather,
Korg designed it as a very capable phrase and rhythm pro-
duction sarmpler for creating grooves and new mhvihrs from
sampled elements. Internal storage handies up to 150
sounds (100 mono, 50 stereo), although given the maxi-
mum mono sampling time of 95 seconds, you'll probably
run out of memory before you run out of samples

The ES-1 ships with 53 samples; il you sampile over
these and erase them, you can't get them back, However.
you can save sarmples (whether yours or the factory's) to
SmartMedia cards, which can also storc patterns and
songs. If your computer can save to SmartMedia cards,
the ES-1 can load WAV or AIFF files. Cool.
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IN REVIEW

Korg Electribes Groove Production System

THE ER4 AND EAH

The ER-1 Rhythm Synthesizer resembles the ES-1 in many ways (motion
sequences, architecture, programming, etc.), but digitally modeled analog-
type drum sounds replace the sample-based engine. There are four “pre-
set” drum sounds (claps, crash, hat open, hat closed) and four percussion
synth sounds. Each synth sound has programmable pitch (with choice of
two waveforms), modulation depth, modulation speed, modulation wave-
form, decay, level, pan, and low boost. The range of sounds these controls

can produce is striking.

There's also a fabulous ring modulator that cross-modulates percussion
synth 1 and 2, or percussion synth 4 and the audio input. Depending on your
audio source, this can give some truly bizarre effects, especially with melodic

inputs such as voice or guitar.

The EA-1 Analog Modeling Synthesizer is also a close relative of the ES-1.
A two-volce synth does the sound generation. Each voice incorporates two
multi-waveform oscillators with cross-modulation options (ring mod and sync),
portamento, and resonant filter with attack or decay envelope (with a separate
control for envelope generator intensity). You can use the 16 step keys as a
keyboard (no pitch bend, though) that can shift to various octave ranges.

The audio input replaces oscillator 1, so the cool cross-modulation effects
made possible by using osc 1 in conjunction with osc 2 can apply to an audio
input. The headphone out is mono only — this isn't really a stereo device.
Think of the EA-1 as a Roland TB-303 on steroids, and you'll have a pretty

good idea of what it's about.

determines how fine the slices will be. There
can be up to 64 slices, each having a six-
teenth-note duration.

One advantage of the slice approach is
that you can speed up or slow down the
sliced sequence of parts without changing
pitch, as tempo changes simply trigger
each slice closer together (faster) or further
apart (slower). But the ES-1 takes the con-
cept further, as you can turn different slices
on and off, thus changing the sample’s
character, or use a motion sequence to
process a slice using the part processing
controls (pan, level, pitch, reverse, efc.). This
ability to deconstruct samples, then re-
construct them in novel ways, is hot.

However, slicing requires trial-and-
error. Sometimes you need to change tem-
po a few BPM to capture attacks proper-
ly, and some samples (specifically those
that are “groove” quantized or use swing),
may not slice the way you want regardiess
of the tempo and sensitivity settings. For-
tunately, the slices are placed across the
step keys, so you can hit individual keys
to hear what each slice sounds like. This
will indicate how well your chosen settings
work. For truly difficult samples, sometimes
the best workaround is “quantizing” the
sample manually in a computer-based dig-
ital audio editor, loading the sample into the
ES-1, and then applying slice to the
“splice-friendly” sample.

Bottom line: splice doesn't always work the
way you expect, yet paradoxically, sometimes
the results it produces are better anyway.

A System Approach

So what happens when you put all three
Electribes together? Is it a true “groove pro-
duction system?”

The answer: Combining the three mod-
ules together makes for an incredibly pow-
erful rhythm section. You can hook them all
together with MIDI, typically staving two of

/0

the modules off the third. Starting and stop-
ping the master will cause the others to start
and stop, and patterns can also change in
sync if desired. But they don't have to, which
is sometimes better as you can keep a
groove going on onc machine while chang-
ing patterns on the others. If your thing is
coming up with remixes, grooves, loops, and
DJ tracks, the Electribes score a bullseye.

However, the Electribes aren't “lead” in-
struments in the conventional sense, so in
most cases you'll want someone on turnta-
bles, synth, vocals, guitar, etc. to flesh out
the sound. The EA-1 does recognize pitch
bend and when connected to a MIDI key-
board, can make some convincing lead
synth sounds. But it doesn't respond to
modulation or aftertouch, so don't look for
too much expressiveness.

For live performance, the Electribes
score for meaty sound and the ability to get
people moving. However, don't necessar-
ily expect to do a continuous, four-hour set
with them. You can't change the song or
MID! clock status (internal/external) while a
LNit 1S running, so doing seamless song-to-
song segues isnt an option. There are
workarounds, but clearly the units simply
weren't designed for this.

However, what works brilliantly is to se-
lect among the various patterns in real time
while all three are chugging along. Given
the number of patterns and real-time con-
trol options, you could keep going for days
just mixing and matching patterns from the
three boxes. And it's a satisfying musical
experience from a performer’s standpoint,
because all that tweaking is so involving.

Wrapping Up
We've skipped over some of the more
» continued on page I52

All three Electribes have MIDI in, out, and thru, AC adapter coaxial connector,
and headphone out. MID! is for sync and tone module applications; the EA-1

and ER-1 also use it for bulk dump/load.

The ES-1 and ER-1 have left/mono and right 1/4-inch outs. Thankfully, plug-
ging in headphones doesn't defeat these. The EA-1 outs are similar, except
the two outs each carry a “part” (synth voice), and plugging into only Part 1

gives a mix of the two.

The ER-1 has two audio ins that supplement the onboard tone generators;
hitting the associated buttons lets you “chop” audio rhythmically (e.g., cut a ra-
dio station or CD in and out of the mix), and one audio in can also provide an
input to a ring modulator. The EA-1 has a similar single audio input that routes
incoming signal through the unit's synth engine for filtering, modulation, etc.

Being a sampler, the ES-1 includes a 1/4-inch jack for stereo/mono sam-
pling, a level control, and mic/line level switch. It also has a slot for a Smart-

Media storage card.
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As you can see, the all-new
THX® Approved LSR25P powered
monitors are really taking off. That's
because key industry professionals

A talented musician, successful composer

Every LSR25P incorporates JBL's
revolutionary Linear Spatial Reference
(LSR) performance characteristics,
assuring a mix that sounds consistent
from room to room. What's more, the
two-way 5.25", bi-amplified LSR25P

wheN LW,

RAN INTO S.P

At JFK, THEIR

THX" ApprOVED

GAVE FLIGHT
To NEW

CREATIVITY,

One last point: Sammy Peralta’s
new CD On the One featuring
Lenny White was mixed entirely
with LSR monitors.

are discovering one very simple
and recognized producer, Lenny White is

considered one of music's real innovators.

| He's played with such greats as Miles Davis,

Chick Corea and Stanley Clark, and has also

collaborated on some of the most recognized

and influential music of the past three

decades, including the new CD On the One,
with Sammy Peralta.

and indisputable fact: the LSR25P
consistently outperforms any other
monitor in its class. As a result, it's
gaining popularity in all critical
monitoring applications, from digital
workstations and near field stereo to
5.1 mixing. In fact, the LSR25P is as
comfortable on the road as it is on
the meter bridge.

[ Sammy Peralta loves music. That pure and simple
| 4 W fact comes through strikingly clear as he sits at his
! keyboard tinkering with half-written tunes.

Sammy's background includes work with talents

i ; |
## % induding Tito Puente and Willie Bermudez. *| |

- have to be careful because | can get so lost in

< 5 the music, | sometimes forget t have a family

that would fike a little of my attention too”
|

 UBL
FRGTEERIONAL

H A Harman International Company

also features 150 watts of linear
power as well as purpose-built
transducers with JBL's most current
thinking and designs. This last point
has earned the entire LSR family of
monitors continual critical acclaim
for more than three years.

www.jblpro.com
© 2000 JBL Professional
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~ INREVIEW

Soundelux’'s
large-
diaphragm
tube mic
proves to
be a strong
contender

By Rob McGaughey -

The U99 is a good-looking side-address style mi-
crophone made of nickel, chrome, and brass alloy.
| did find that the body of the microphone could be
scratched when inserting and removing it from the
spider-style shock mount if you're not careful. The
capsule of the U99 is a dual-membrane, dual-back-
plate design, with a one-inch diaphragm diameter.
The microphone contains only twelve electronic
components, including an EF86 tube. The includ-
ed external power supply, the P99, provides pow-
er to the microphone, so no phantom power is re-
quired. The P99 also contains a front-panel rotary
control for polar pattern selection that's

B, continuously sweepable from

R omnidirectional to cardioid
Whe  to bidirectional. It maintains

a fairly consistent frequency
response through all set-
tings. Also included is a 20-
foot six-pin XLR cable that
connects the power supply

.

to the microphone. A spider-

style shock mount is option-

al. According to Soundelux,

all of the components in the

U99, including the di-

aphragm, tube, and all elec-

tronics, are of the finest qual-

ity and specially selected. In

the case of the diaphragm

(which Blue of Latvia manu-
factures for Soundelux), it's
hand-made and hand-tuned
to meet tight tolerances.
The U939 comes in a large,
well-padded, heavy-duty ATA-
style case. The case houses
the microphone, the P99 pow-
er supply, the shock mount,
the six-pin XLR cable, and a
power cable.

In Use
According to the documenta-

phone, the U99 needs to warm
up for 60 minutes for optimal
performance. This is typical of
many tube microphones I've
worked with. Also stated was a
minimum warm-up time of five
minutes. | compared the sound
of the microphone after warm-
up periods of five, 20, 40, and
60 minutes. | heard noticeable
differences at five, 20, and 40
minutes, but the sound didn’t

tion that came with the micro- .‘

EQ | OCTOBER2000O | 130

» SOUNDELUX U9S9

MANUFACTURER: Soundelux, 1147 North Vine

Street, Hollywood, CA 90038. Tel: 323-464-9601. Web:

www.soundelux.com.
SUMMARY: The U99 is a superb large diaphragm
tube microphone for tracking vocals yet versatile
enough to be useful for a variety of other applications
STRENGTHS: Warm, natural sound with outstanding
clarity. Excellent vocal microphone. Wide dynamic
range. Low noise fioor. Comes in a large, well-padded,
heavy-duty, ATA-style case that holds the microphone
and necessary accessories including a shock mount
WEAKNESSES: Minimal documentation. No built-in
low-cut filters or attenuation. Body of the microphone
scratches easily when inserting or removing from shock
mount.

PRICE: $2,500. Shock mount, $250.
€Q FREE UT. # 119

change much, if any, after 40 minutes. Regardless,
allow adequate warm-up time for the mic before
putting it to work.

Unfortunately, the aforementioned documentation
consisted of just a marketing sheet and a single page
of notes on how to set up and use the microphone.
It would be nice to get more details, such as fre-
quency response diagrams for at least the main po-
lar patterns, as well as some application notes. Even
the frequency response graph on the included cut
sheet could offer more detail.

My first test was to use the U99 on a male voice.
| selected a cardioid polar pattern, grabbed a pop
filter, and recorded some tracks. | was impressed by
the smooth warm midrange accented with a slight
boost in the 11-12 kHz range. The result was a sound
that had a nice presence, excellent clarity, and a nat-
ural airiness. The U99 also did a fabulous job of pre-
serving the dynamic range of the voice. For the sake
of comparison, | recorded the same track with a Rode
Classic tube microphone, a Beyerdynamic MC834,
and an Audio Technica AT4050cm5. In a blind test
| picked the U99 as my favorite. | felt the U99 and the
Rode Classic were the top two choices; the U99 of-
fered a smoother top end and better overall clarity.
| repeated the test with the Rode and U99 in bidi-
rectional mode. | still picked the U399 (although it



HDR24/%. MACKIE'S NEW 24 TRACK RECORDER.
WORKS WITH ANY MIXER. NO EXTRA

COMPUTER OR SOFTWARE NEEDED.
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HDR24/96 editing features include:

8 takes per track with nondestructive comping, nondestruc-
tive cut/copy/ paste of tracks, regions or super-regions,
drag-and-drop fades & crossfades, Ix/2x/4x/8x/24x wave-
form views, bidirectional cursor
* scrub and unlimited locators
~and loops. . . with unlimired

| undos — but without requiring
an external computer! {oming
soon: DSP time compression/
expansion, true waveform editing with pencil tool, invert,
pitch shift, normalize and much, much more.

.....I....‘

B | R
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-

* Built-in 20-gig Ultra-DMA hard disk plus front panel
bay for additional easily available pullout drives

* Intuitive analog tape deck interface and monitoring

* Syncs to SMPTE, MIDI, Black Burst, PAL & NTSC with-

out extra cards

* Unlimited HDR24/96 linking! Sync 48, 72, 96, 128 or
more tracks sample accurately

® 96kHz recording via software and new PDI* 96 1/0

* Digital 8 *Bus 1/0 cards — mix and match!

® 3.5-inch disk drive for software upgrades & tempo
map importing

© Fast Ethernet port built-in

* Remotes available.

www.mackie.com

Pﬁf F;/é oms

* 24 tracks...24-bits

* Built-in full-feature digital

workstation editing

* Affordable pull-out media

* Built-in SVGA, mouse &
keyboard ports

* Built-in 100BaseT Ethernet

New hard disk recorders are
popping up all over the place.
Our new HDR24/9%6 is the

only recorder with built-in

nondestructive graphic wave-

form editing. Just plug in a

mouse, keyboard and SVGA
monitor to vlew all recorder
parameters on screen in real
time. Enjoy complete editing
control with unlimited levels
of undo, drag-and-drop cross-

fades with 9 preset com-

binations plus fade/cressfade
editor. And look forward to

DSP time compression/
expansion, pitch shift and
lots more!

The HDR24/96 was the only

recorder that uses pull out
Ulera-DMA hard drives, so

affordable that you can keep
one for each project—over 90
minutes of 24-track recording
time costs less than a reel of

2-inch tape!

Call or visit our website
for preliminary info on
the new HDR24/96.
Shipping soon from
Mackie Digital Systems. .

800/258-6883
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"IN REVIEW

Soundelux U99

SOUNDELUX MICROPHONES

The original Soundelux microphone, the U35, was designed to emulate a Neu-
mann U67 microphone. The U95 was forced out of production due to the inabit-
ity to obtain 6072 tubes that met the company’s specifications. The U99 replaces
the original U95 microphone and utilizes the same body but has a different tube,

a larger transformer, and a new diaphragm. Soundelux claims that the U99 of-
fers superior dynamic range, noise specs, and frequency response. The company

T NEED MORE GEARI )

\
N = - also offers the U95S microphone ($3,500), which is designed to emulate a Neu-
G S mann U47 microphone, and they are planning to release a new microphone, the
o Toder— :
\f_;/??:\' Py '7\\ \?!) Elux 251 ($5,000), which should be shipping by the time you read this. The Elux

- 2 )
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251 is a clone of the venerable Telefunken 251 microphone.

wasn't as convincing as in cardioid
mode), but | could see where in certain
circumstances the bigger low end of the
Rode Classic would be more desirable.

| also had the opportunity to try the U99
on a female vocalist as well as a second
male vocalist. The U99 really worked well
in both situations. It always exhibited a nice
warm sound with a smooth top end and ex-
cellent clarity. | did several A/B tests and
the U99 was the microphone of choice
most of the time; however, the Rode Clas-
sic was selected a few times and was a
close second overall. | did observe that the
U99 was noticeably quieter than the Rode
Classic in all tests. As a vocal microphone,
| feel the U9 is a great choice.

Next, | tried the U99 on a Guild JF-35
acoustic guitar. | experimented with sev-
eral microphone placements, recording
both finger and heavy strumming playing
styles. The U99 did a good job of cap-
turing the sound of the guitar when placed
about two feet away and aimed directly
at the guitar's neck/body joint. While the
U99 did work well on acoustic guitar, it
wouldn’t necessarily always be my first
choice, except possibly in combination
with another microphone.

| also took the advice of the included
cut sheet and tried the U99 on a variety
of drum and percussion instruments. |
recorded various sizes of frame drums,
hand drums. tubular chimes shakers,

maracas, a guiro, and a tambourine. | also
used it as an overhead mic, placing it
about six feet in the air above a drum set.
In all of these percussion tests | was im-
pressed with the results. | found the U99
to have good transient response, excel-
lent clarity, and even when pushed
hard, it maintained a smooth top end.
Most importantly, the tracks recorded with
the U99 seemed to have more dynamic
range and sounded more alive when
compared against tracks recorded with
an Audio Technica AT4041, a Beyerdy-
namic MC834, and a Shure SM57.

Conclusions

With microphones, there's really only one
question: How does it sound? It doesn't
matter if it is a dynamic or condenser, if it
has a tube, or how pretty it looks — it all
comes down to the sound. | must admit
that | was impressed with the U99. It does
an outstanding job of balancing a warm,
natural midrange with a smooth, present
top end while maintaining plenty of clari-
ty. | found that the U99 tended to give a
smooth and consistent sound regardless
of SPL and polar pattern. In short, it sound-
ed great and should find a welcome home
in many studios.

Rob McGaughey owns and operates
Sound Sauna Studios located in
Pittsboro. Indiana.

SOUNDELUX U99 SPEeCS

....Sweepable Omnidirectional to Cardioid to Bidirectional

Patterns
Frequency Range
Sensitivity
Equivalent Nolse
Maximum SPL ..
Impedance
Capsule Size.....
Tube Type
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....... 20 Hz—20 kHz (> -6 dB @ 20 kHz)

21 mV/Pa

26 dB unweighted, 16 dB “A" weighted
...130 dB for 0.5% THD @ 1 kHz

150 ohms

...1-inch

....EF86



STEREO PROCESSING

Optimized for Mastering

INPUT/OUTPUT
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The Focusrite MixMaster Inherits its classic
analog sound and Class A circuit design from
our legendary Blue Range of processors, used
by the world's most discriminating rmastering
engineers to add the perfect finish to their
final mixes. With its independently controllable
dynamics, EQ and imaging plus optional digital
output, the MixMaster gives you everything
you need to master withh uncompromising
clarity and precision.

Get Focusrite quality at a project studio
price. Visit www.focusriteusa.com or call
1.800.333.2137, code 582, for more
information or to schedule a demao.

PRODUCED IN THE UK BY DISTHIBUT!D IN NORTH IMERICA BV

Focusrite’ (

www, focusnteusa com digidesign.com
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~ INREVIEW

By Mitch Gallaghe - mgallagher@uemedia.com

MediaForm CD-370I Stand-Alone
Automated CD Duplicator

Small-
scalke (D
duplication
just got

€asier

Most of us have needed to make multiple copies of CDs
or CD-ROMs — whether for archiving, small-scale dis-
tribution, or to provide reference CDs for clients. Doing
this on a computer-based CD burner is a pain. Not only
do you have to load the software and data, but you have
to shuffle blank CDs in and out of the burner — besides
the fact that your computer is tied up while the copy-
ing takes place. An Alesis MasterLink provides one au-
dio CD solution, but you still have to shuffle blanks in
and out of the machine. MediaForm has a number of
solutions for this dilemma in their line of automated
CD-R duplicators; one of which, the CD-3701, is the sub-
ject of this review.

The CD-3701 comprises an internal brain/hard
drive, SmartDrive2 CD writer, and a mechanical arm that
automatically loads master and blank CDs into the writer.
Setup is easy: Just de-box the unit, remove a foarm ship-
ping restraint, install the blank CD feeder bin (one
screw), plug the machine into an AC outlet, and you're
ready to go.

The CD-3701 is stand-alone; no computer is re-
quired. The master to be copied is loaded into the CD
drive, and an image of it is created on the hard drive.
Duplicates are then burned from the hard drive-based
image; up to six images can live on the hard drive at
once. Putting the CD-3701 into action is as simple as
loading a stack of blank CDs into the feeder bin, putting
the CD you want to copy on top of the stack, and push-
ing “Copy,” then “Start/Yes.”

In Relay Mode, each time the CD-3701 encounters
amaster CD in the feeder bin, it makes a new disc im-
age and uses that to burn subsequent copies. For ex-
ample, | wanted to burn copies of a Pro Tools backup
that spanned six CD-Rs. Relay Mode made it easy. | just
loaded the six discs with blanks sandwiched between
them, pushed start, and went back to my usual loafing.
Ain't technology grand?

Discs can be verified byte-for-byte against the hard
drive disc images, and the SmartDrive2 has a “Full Scan”
mode that can check the master disc before copying
begins. For better quality copies, the SmartDrive2
utilizes ROPC (Running Optimum Power Control) to dy-
namically adjust laser output so it's optimized through-
out the write cycle.

The CD-3701 also provides extended features such

CD-3701 SPECS

Minimum CD throughput ..8/hour (650 MB discs, inctudes loadfunload time)

Feeder bin capacity ..
Supported media..........
CD write speed ...

Supported disc formats

Dimensions ...

12x/8x, with 4x/CD-RW capability

..Audio, CD-ROM XA Mode 2, CD-ROM, Photo-CD,
Fnhanced Mixed Mode. CD-, Video CD, CD-Extra

.....19.13W x 16.25H x 15.75D (inches)
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» MEDIAFORM CD-370I

MANUFACTURER: MediaForm, 400 Eagleview Blvd,
Exton, PA 19341. Tel: 610-458-9200. Web: www.me-
diaform.com.

SUMMARY: Stand-alone CD copying and small-scale
duplication doesn’t get much easier than this.
BYRENGTHS: Stand-aloné. Relay mode. Mulllple CD
images can live on hard drive simultaneously. Easy to
use. Broad disc format support.

WEAKNESSES: Pricey for casual use

PRICE: $4,199 N

€0 FREE UT. #: 120

as password-protection for preventing unauthorized use.
Antipiracy features include electronic watermarking,
Smartstamp, which writes a user-defined code onto data
CDs, and SmartRID (Recorder Information Data), which
does the same thing for audio CDs. However, the man-
ual warns that SmartRID codes may be mistaken for
errors by mass-replication houses

During my time with it, the CD-3701 performed flaw-
lessly. | tried it with commercial audio CDs and Mac/PC
CD-ROMs, MasterLink audio CDs and CD?24 discs, DTS-
encoded surround CDs, and computer-burner-gener-
ated audio and data CDs, and was rewarded with per-
fect copies each time.

For the casual user, a CD duplicator may be an ex-
travagance. But for those making numerous CD
copies, the fully automatic CD-3701 provides a fastand
easy solution. =




HIGH-SPEC HARDWARE.
DEPENDABLE DISCS.
HHB CD-R DELIVERS.

ADJANEED MEDU. PROOHCTE

CDR74¢

CFF D& WNWTT
RECORDABLE CD

CDR74¢
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PROFESSIONAL

HHB CD-R technology is easy to use, and exceptional
sound quality has helped to make it the first choice

HHB CD-R. There’s no safer place for your recordings.
HHB CDR850 and CDR850 PLUS CD recorders are
solidly built and fully equipped for professional studio
use. And our audio-optimized HHB CD-R and CD-RW
discs use advanced recording dyes and protective

of leading audio professionals and major studios
the world over.
So don’t take risks with your own valuable

coatings to ensure consistently high performance New 80 minute CDRS0 Silver recordings.
and a secure archival life of up to 200 years. 50 disc ‘Cake Pack’ Insist on HHB for CD-R technology that delivers.

CDR741

CDR741

HHB Communications USA LLC - 1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA
Tel: 310 319 1111 - Fax: 310 319 1311 - E-Mail: sales@hhbusa.com

HHB Communications Canada Ltd - 260 King Street East, Toronto, Ontario M5A 415, Canada
Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: +44 20 8962 5000 - Fax: +44 20 8962 5050 - E-Mail: sales@hhb.co.uk

www.hhbusa.com m
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BE A PLAYER

J

REAL PLAYERS KNOW THE PLACE TO GO
FOR ALL THEIR MUSIC NEEDS: THE DIRECT
INFORMATION LINE TO PROFESSIONALS AND
INDUSTRY EXPERTS, LESSONS THAT REFINE
YOUR PLAYING AND HELP CREATE A
SIGNATURE STYLE, INSTRUCTION TO GET
EXCEPTIONAL SOUND ON STAGE AND IN THE
STUDIO, TIPS AND TECHNIQUES ON PLAYING
MUSIC FROM APPALACHIA TO AUSTRALIA
AND EVERYWHERE IN BETWEEN, A FULLY
CUSTOMIZED WEBSITE BASED ON YOUR
INDIVIDUAL NEEDS. FROM NOW ON, YOUR
DESTINATION OF CHOICE IS THE MUSIC PLAYER
NETWORK @ MUSICPLAYER.COM

| REGISTER NOW |




MUSICPLAYER.COM

THE MUSIC PLAYER NETWORK

GUITAR PLAYER * KEYBOARD ¢ EQ * BASS PLAYER ¢ GIG * MC? « EXTREME GROOVE * MUSIC GEAR ONLINE




INDUSTRY

ANDERTON@MUSICPLAYERS.COM

The easy way to aeate
your own Acid kecps

Creating Loops In Acid

Sonic Foundry's Acid is a loop-oriented, multi-
tracking program that allows effortless time and
pitch compression/expansion. Throw together loops
of different tempos and keys, and Acid will make
them all conform to your choice of tempo and key.
However, little has been said about Acid and
the loop creation process. For me, this is one of
Acid's strongest features, because | generally
use Acid when creating audio-for-video — it's so
easy to stretch or compress the tempo to make
the music fit a particular scene or edit. But with
videos, you'll often get requests for music that
you'll never find in a loop library. (my favorite: “we
need sort of funky, low-down rock and roll, but
with a strong military character”), which is one
reason to roll your own. Besides, it can be faster
to create a loop than to audition sample CDs.

Creating The Loop Via Sequencer

| generally do drums and other “metronomic™
tracks in a MIDI sequencer, and record the tone
generator's output into a digital audio editor for
trimming and processing. Because most loops
are so short, having a sophisticated graphic
editing interface isn't necessary; if a part
doesn’t work, | just play it over. Little tweaks,
such as raising the level of a note, are often eas-
ier to do within the audio editor.

However, even if the displays for various hard-
ware sequencers and software programs indi-
cate the same BPM, the actual tempos may dif-
fer slightly. There are three ways to deal with this:

* Ignore any difference, trim to the downbeats,
and let Acid do the needed time stretching.

* With short loops, trim the end to the theo-
retically correct length if the difference is only a
few milliseconds, and don't worry that the loop is
short or long.

* Use time stretching to change the loop
length to the precise length. With small differ-
ences, the time stretching won't mess with the
sound too drastically. Careful, though; some time
stretchers will produce a file that is slightly short-
er or longer than what you've specified in order
to improve the fidelity. After processing, measure
the length to make sure the program did what
you wanted it to do.

Keep a calculator handy so you can convert
tempo to time (60,000/8PM = ms per beat) for
precise loop trimming. Try to avoid using the
beginning of a sequence, as that's where tem-
po inconsistencies seem most common.
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FIGURE 1: System latency can add a slight
offset between the true beginning of the
measure and the measure marker.
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FIGURE 2: The bass track is about to be
quantized.

Creating The Loop In Add

You can also create loops using Acid’s audio
recording abilities. Set up backing loops you can
play along with (you'll perform better if you play
to a track), and set the total loop length and in-
dicator for something like 16 measures. Turn on
loop mode, and now Acid will play those 16 mea-
sures over and over.

Keep playing the part until you get it right.
After 16 measures, Acid will loop playback, but
the recording track will continue — what you
play during the loop's second pass goes in
measures 17-32, the third pass ends up in mea-
sures 33-48, and so on.

When you're done, open an audio editor and
trim out the section you want to use as a loop.
Acid is optimized to work with Sonic Foundry's
Sound Forge, which places markers at each
measure (see the article on creating guitar loops
in the Aug. '00 issue).

Due to system latencies (at least that's my the-
ory), the markers may not fall exactly at the be-
ginning of the measure. Check this as follows:



For Faster Service Fax to: 413 637-4343 or use our
NEW ONLINE SERVICE: www.leadnet.com (code EQMTI).
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FIGURE 3: By defining the amount of lag, we can delete it and make room to snap the
audio into place. FIGURE 4: The note attack now lines up with the sixteenth-note grid.

1. Loop a drum part in Acid that has a
hit on the downbeat (e.g., kick drum).

2. Solo this track.

3. Route the track back through your
mixer or soundcard so that it's re-record-
ed into Acid.

4. Record a few measures.

5. Open up the file in Sound Forge.

6. Note the difference between the
measure marker and the track's downbeat
(Fig. 1), which in my case is 14 ms. Now
you know to offset by that amount when
trimming to measure markers.

If you're not using Sound Forge and
are recording mono samples, you can
create "markers” by setting up a click
track loop in Acid (e.g., clave on beat 1),
and sending that into one of Acid’s inputs.
Send the part you're recording into the
other input. When you open up the file in
an editor, the click waveform will indicate
the start of each measure, and you can
trim to that reference.

Quantization Time

Okay, you've recorded your killer loop and
trimmed it to the right length. But what if
a note's start time is a little off? Here's your
chance to use Acid's quantization feature.
It's a bit time-consuming, but if you're pa-
tient you'll end up with a tight rhythm.

To start, load the loop that needs quan-
tizing into Acid. The track type (as de-
termined in Properties) should be a loop,
not a one-shot or hard disk track. Zoom
in close, set the Snap To function to six-
teenth-notes (or whatever you want to
quantize to), and get ready for surgery.

Refer to Fig. 2. The top track shows
kick and snare. The next lower track is the
unquantized bass track. The lowest
track is a copy of the unquantized bass
track, which we’re going to quantize.

In this figure, the cursor is sitting at
measure 1, beat 2 (the exact beginning
of the kick waveform), but the bass note
lags behind. We're going to cut the space
between the cursor and the beginning of
the note in track 3, then move the note for-
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ward to line up with the cursor.
Here's how to trim up notes that lag the
beat:

1. Select the track where you want to
quantize the note.

2. Place the cursor on the nearest six-
teenth-note grid prior to the note’s attack.

3. Type “S" to split the track at the cur-
sor (this has just happened to the bottom
track in Fig. 2).

4. Hit F8 to turn off the snap function.

5. Place the cursor at the precise be-
ginning of the late note.

6. Type "S" again.

7. Click on the little sliver (indicated in
magenta) between the grid position and
the beginning of the note (Fig. 3).

8. Hit Delete to get rid of the excess
space.

9. Type F8 to turn the grid back on.

10. Snap the note attack leftward to the
grid, and voila! Quantized bass note (Fig. 4).

If the note is ahead of the beat, simply
click the cursor with quantize off at the
head of the note, type “S" to split the part,
turn grid back on, and slide the note to the
right (later) until it snaps into place.

Of course, changing the note start in this
manner also changes the notes “down-
stream.” In some cases, you'll need to cut
both the note's beginning and end so that
other notes aren't affected by moving it. If
moving the segment creates an undesired
overlap with another segment, trim a little
bit off the end to create a space.

The final steps are to set loop markers
around the newly quantized measures,
and from the Edit menu, choose Mix to
New Track. The new track will meld all the
quantized elements into one continuous
track.
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Creating mix CDs with the

Alesis Masterlink

Quick Pick Mix Fix Tricks

When the Alesis MasterlLink was released, | re-
ally had no concept of what it did. | skimmed
through a brochure, but it never really sank in.
First | had to go out and buy a CD burner and
record dozens of archival music CDs. Now | ap-
preciate the MasterLink.

Okay. Say you like to create mix CDs; that
is, CDs that have your favorite tracks on them
— to play in the car or in the bedroom. With a
typical CD burner, you try to go digital-to-dig-
ital to get the best sound. | was patched up
through my DAT machine. | would record what
| wanted on the DAT machine and then go dig-
ital-to-digital to the burner. It sounded great, but
some tracks were louder than other tracks,
some more bottom-heavy, etc. In that setup |
just discussed, one is powerless to make cor-
rections unless one is working with a full-blown
computer in tandem with the burner. | don't
know about you, but | like to keep my music in
the living room and my computer in the office.

Along came the Alesis MasterLink. This box
has:

* A hard drive that holds about 3.5 hours of
music at 44.1 kHz/16-bit resolution.

* A CD burner.

o A DSP section that will raise and lower levels,
compress, limit, EQ, copy DSP settings from one
track to another, and peel grapes. Well...maybe not
grapes now, but they're working on an update.

In addition, you can fade tracks in and out,
trim intros and endings, join songs together, cut
songs into segments, change the order of a
playlist, and generally speaking, put all the in-
gredients of a musical salad together along with
those peeled grapes.

| unpacked the box, read the manual, and
slipped an audio CD in the burner so | could
transfer a favorite tune onto the hard drive. |
pushed the appropriate buttons and the ma-
chine went into overdrive. In one minute | had
transferred a 4-1/2-minute tune. Pick out 15
songs in advance and you can get them onto
the hard drive in less than 20 minutes. For a guy
who routinely took over three hours to make 90-
minute mix tapes, this was nirvana! If you want
to transfer an entire CD onto the hard drive, just
push the buttons, and it will be done in 20 min-
utes. Then it's tweaking time.

My modus operandi is to trim the heads and
tails of all the tracks first. Then | go in and work
on the sounds: adding EQ, matching volumes,
etc. Then | check the segues to see if they're
artful. I may switch the order around or delcte
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a song. When that’s complete, | play the soon-
to-be CD as background music and go about
my biz. If it passes that test, then | push the burn
button. Burning the CD takes about 40 minutes.
Still — twice as fast as real-time.

When, you may ask, does the other shoe
ever drop?

Well, it did for me, but the Alesis tech de-
partment fixed everything before they knew |
was a grouchy pro audio kolumnist. | found
them to be courteous and sympathetic to my
plight. Most of the fixes were achieved with the
version 2.02 software. You can download this
update or order it from the Alesis Web site at
no charge.

If you want great mix
CDs made in the Iiving
roomn (where you've
always made them)
without hooking up a
ton of aap to a comn-
puter, [Masterlink] is
a great item for you

| actually went out and bought this product
sight-unseen when | realized its possibilities. It's
cheap, too, considering that it's a hard disk
recorder, a CD burner, and a DSP processor
for about $1,500 street price.

If you're like me, and you want great mix
CDs made in the living room (where you've
always made them) without hooking up a ton
of crap to a computer, this is a great item for
you.

Oh yeah — those wacky folks at Alesis also
say in their rather straight-forward, not-as-large-
as-The-Bible manual that this is an excellent ma-
chine for mastering at home. Imagine that!

Anyone want to buy my old CD burner?

P» WEBLINK

Have a question or comment for Al Koopa® Visit him
oniine at the €Q Boards, wwav.eqmaqg.com.
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Deductive Reasoning:

The Home Studio

Putting tax deductions
to work for your studio

Benjamin Frankiin (the owner of Franklin Audio, Inc.,
not the one you're thinking of) said it best, “Noth-
ing is certain except: A. clients will always want
changes two hours before the spot goes on the air,
and B. taxes.” Or something like that. | don’t have
my copy of Bartlett's handy, but you can look it up.

Of these two well-known stones in the War-
rior's shoe, the more vexing is taxes. We hate
the filing of receipts, the documenting of
mileage, the paperwork, and especially writing
the check for the estimated quarterly tax.

But the self-employed do have some
respite. The truth is, we get a better shake on
deductions than ever before. If we use the tax
code to our full advantage (without trying to get
more than we really deserve), our tax burden
is really no more than any other working stiff, de-
spite the Self-Employment Tax.

This month, let’s talk about one specific type
of deduction that’s particularly friendly to the
Guest Room Warrior: the home office deduction.

If you run a home-based studio, you get some
mighty sweet advantages. The overhead is ex-
tremely low, so you stay more profitable. You can
time-shift like a maniac, taking Monday off to mow
the lawn or go to the beach, and then working
late Wednesday to accommodate a client with
a tough production schedule. You don't have to
commute, saving yourself hundreds of hours a
year or more: It's like getting 3 weeks vacation
if you don't have to drive to work (although it does
open up some deduction questions on your ve-
hicle and mileage deductions, which we'll talk
about in an upcoming column). And then there’s
the home office deduction, one of your best bets
for reducing your tax bill.

There are lots of rules for qualifying for the
home office deduction, but they really boil down
to two major ideas. Your office/studio space
needs to be used only for business, and it needs
to be your primary place of business. In other
words, it can’t be a corner of your family room,
and it can't be a place where you do a little pa-
perwork in between jobs where you work at oth-
er places. For a gigging musician, whose work
is done in clubs and studios away from home,
the home office deduction is a little suspect.

You may have heard that the IRS has been
cracking the whip on home-office deductors,
and it's true, they are. But not on legitimate
home offices. They’re going after the profes-
sionals who have a regular office downtown but
keep a computer in their study to “catch up on
paperwork,” or the consultant types who do all
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their work off-site and use their home office two
hours a week to do billing. The home-based stu-
dio is usually in the clear. Don't believe the com-
mon misconception about not being able to
write off the deduction unless you have a sep-
arate entrance for the business.

There are two kinds of expenses you can
write off: direct and indirect expenses. Direct
expenses are things you do exclusively for the
business and the space it inhabits. If you re-
model your studio, repaint it, put in new carpet,
or hire a maid to clean it once a week, those are
direct expenses, and you can write them off at
100% of their value (although most building im-
provements need to be amortized over time).

You may have heard
that the IRS has been
caracking the whip on
home-office deductors,
and its true they are.
But not on legitimate
home offices.

Indirect expenses are things you do to the build-
ing in general: a new roof, a fresh driveway, in-
terest on your mortgage. Indirect expenses can
be written off, too, based on the percentage of
your home that’s used for business.

Let's say you have a 2,600 square foot
house, and your studio is in two rooms: a 12 x
14 control room and a small 6 x 8 walk-in clos-
et you've converted to a vocal booth. Your stu-
dio adds up to 216 square feet, around 8% of
your home's total square footage. So you can
write off 8% of your indirect expenses, subject
to the usual depreciation tables.

Some indirect expenses are written off 100%
inthe year of filing. You can take that same 8% (or
whatever yours works out to be) of your utility bills,
your lawn care service, anything you spend on
maintaining your house. Because these kinds of
expenses are intangible and have no ongoing val-
ue, there’s nothing to depreciate. Major improve-
ments such as a new furnace or a new deck will
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need to be depreciated. A good rule of thumb is: if it changes the
value of your home, it's got a depreciation schedule.

But remember (and here’s where thing get complicated):
If you choose to take a portion of your home care and im-
provement expenses as a business deduction, you may be
subject to some recapture taxes when you sell the house. We
did this couple of years ago, and the recapture only amount-
ed to a couple hundred bucks, so to my way of thinking, the
deduction was more than worth it. Now, if you live in a
$500,000 house and are writing off the GNP of Portugal in
maintenance and improvement costs, you may find the

recapture taxes a bit more salty.

Those are the basics. As always,
your mileage may vary, so the best ad-
vice is to talk to your accountant or a
tax planner about your particular situ-
ation, especially if you're thinking of
moving in the near future. In my first
studio, | had only 130 square feet to
call my own, and very little invested in
the way of capital improvements.
When we moved, we found a house
with a clean, dry, unfinished basement,
and spent about six grand building the
new studio down there (I did most of
the framing and finishing work myself).
The new studio doesn't intrude on the
living space, and we can claim almost
600 square feet of a 2,600 square foot
house. As a result, | now resent
spending money on home improve-
ments just about 23% less than | used to.

We'll talk about some other deductions that can dramati-
cally affect your tax bill in an upcoming column. Until then,
remember that the Way of the Guest Room Warrior is to be
honest and forthright, so that while others may jump in fear
at the footsteps of the Audit Man, you remain calm and cen-
tered. See you next month.

Have a question or comment for Jim Bordne? You an reach him at
jim@gravitymusiccom.

831 PROCEYS
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"The BBE-Gan be a real life saverwhen dealing with poor
guality source material, whether it bein.jilm/video or broadcast
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Moving Forward
How Do We Back Up?

What to consida when

choosing a backup format

for your DAW

The issue of backing up data is a long, fiercely de-
bated topic. Some people see no benefit in spend-
ing fots of money on equipment that seems to do
nothing more than a CD-R will do. Let's face it, to
many DAW users, a DDS, AIT, or DLT drive costs
a lot of money for something that can't even be
mounted on the desktop! The reality is that investing
(note the word “invest”) in a dedicated backup so-
lution is money well spent. You'll also need software
to manage the drive, since most dedicated back-
up drives don't have proprietary drivers or software.
And no, they typically don't mount on the desktop.
Instead, they use a sophisticated (but often times
simple to use) software front-end to track all of the
data as it moves to and from the drive. This soft-
ware will also keep a log on your computer of all
of the backups performed, when they were done,
and what'’s on each backup tape (or optical disc).
For the Mac, the software of choice is almost always
either Retrospect or Mezzo. On the PC, there are
alot more options, including Seagate Backup Exec,
Microsoft Win2k Backup, and Retrospect for Win-
dows, to name a few. Then comes the actual
drive. Again, the choices are many, with the most
popular (based on a poll that | recently took onmy
Web Forum) being CD-R, DDS3, and AIT a distant
third. There's also OLT and DVD-RAM.

Now the question becomes three-fold: Which
format or drive? Which software? Will it be com-
patible with all of my associates and clients? The
answer to the first two dictates the answer to the
third question (or vice-versa). The reality is that the
software is fairly cheap (usually under $500), so
one solution could become the standard and most
people would be able to afford it. The choice of
drive is a bit more complicated. CD-R is so pop-
ular because it's cheap and easy to get. It works,
but having anything fewer than 2 GB of storage for
backing up data can be pretty limiting. DDS3 or
DDS4 are both fast, reliable methods for backing
up data; however, the cost of the drive is between
one and two thousand dollars, depending on what
model you get. DDS can hold 12 GB of data un-
compressed, while DDS4 can store 20 GB un-
compressed. When you read the specs of a back-
up device, be sure to focus on the uncompressed
capacity, as that's what matters most. Data com-
pression can be a dangerous thing and often
isn't used with precious audio files. Purchase a dri-
ve based on its uncompressed capacity, and if you
choose to compress the data when backing up,
then you'll have twice the space to do so.

If you back up with Retrospect to a CD-R, then
chances are that you could go to just about any
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studio and get the data back with little or no prob-
lem (one way or another, just about everyone has
a CD-ROM drive). If you used any other means of
backup, you run the risk of not finding a lot of places
that can read your data. You could aiways bring your
drive and software with you just for the session. How-
ever, what do you do when you're in New York and
your sax player isin L.A.? If your sax player has AT
and you've got DDS, then you're out of luck. This is
precisely the problem that | have been hearing about
from a lot of my clients. What do they do?

The general consensus is that the leading man-
ufacturer (or two) of DAWSs is going to have to en-
dorse and/or design a package that unifies the
whole issue of backup. This would influence and
encourage enough users to adopt the same soft-
ware/hardware package, since it would become
that platform’s de facto standard. There's no such
thing as absolute in today’s ever-growing DAW mar-
ket, but the choices could be a lot more focused
when it comes to backing up. In 1989, my Fairlight
Series Il (which | still have and love) only provid-

When you read
the specs of a badkup
device be sure
to focus on the
uncompressed
capacity, as thats
what matters most.

ed one way to back up data (using its system soft-
ware), and that was to use the internal 60 MB tape
drive; there really was no other choice. Now, in the
year 2000, | see Fairlights for sale and every one
of them has a 60-meg backup drive with huge li-
braries of sounds — all on the same 60-meg tapes,
and totally compatible with just about every Fairlight
Series |ll on earth. | believe that this concept rep-
resents what professionals in today's DAW age are
asking for from manufacturers on all platforms.

Now. Badk On The Bus
Last column, | talked about PCl bandwidth

» continued on page IS5
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Still more on sharing your

music with the world...or not

The constantly morphing universe of music on-
line ignores the change of seasons. How did it get
to be Fall? How the hell can we keep track? Read
below for a sampling of the idiocy and inspiration
presently defining Internet audio.

Digging around for some populist opinions on
the moral nature of file sharing applications, we re-
cently chanced across a chat area in a popular rock
musician's Web site. Fans were asked their opin-
ions and we offer the informal poll results below:

Q: Are File Sharing Applications Good
or Bad?

They're great! — 39%

They're ok. — 45%

They suck! — 10%

Never heard of them. — 4%

That's apparently taken from 847 votes over a
three-day period. During the same three-day pe-
riod, the site’s fan bulletin board displays over 200
posts. Of the 24 total posts (all favorable) men-
tioning Napster, 12 said Napster led them to sales
and only one said they downloaded but didn't buy.
Read on for some music lovers' comments about
file sharing applications:

"Atthe beginning of the MP3 craze | searched
for every tune | coutd find. The more | listened to
the files the more | sought out the CDs because
I wanted the best sound guality.”

“I personally use it to listen to songs before |
spend money on a CD I'm not certain about.”

“I know all the MP3's I've gotten off this site | al-
ready have on CD, so | already paid my money!”

“I have downloaded several songs and am
ready to buy the very albums those songs are tak-
en from, the end result being that none of those
artists have lost a dime from me — they've only
gained.”

“I would never download a note, because I've
always believed that [the artist] deserves every
penny.”

“I think they [file sharing apps] are excellent
tools to discover new artists and ‘test’ particular al-
bums before buying. What if the car dealer would-
n'tlet you test drive the car before buying; would
you still be inclined to purchase it?"

‘File sharing programs have actually
increased my music consumption.”

Just Because Music fFans Like

Continuing with our theme, a court injunction
against Napster that would have required shutting
down the service has been appealed and re-
versed. The company is frantically working on a
new strategy for its defense against a lawsuit by
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Hilaritg. Hubris, and Heuristics

the RIAA. Amidst Napster's trial woes, the hot file
sharing apps are now Gnutella and Freenet. Why?
As distributed networks, both Gnutella and
Freenet have no central organization to sue. Users
are completely anonymous. Adding insult to injury,
arenegade group of programmers tweaked AOL's
Instant Messenger (AIM) service to enable it to
route searches through Gnutella (known as
“AlMster”). AOL isn't happy about being potentially
liable for copyright infringement, but they're basi-
cally helpless.

There's power in threes (and we don't just mean
celebrity deaths) as a trio of well-known musicians
recently came out of the closet in favor of Napster
and file sharing in general. The ubiquitous Count-
ney Love, Prince (one of the kings of the DIY eth-
ic), and The The's Matt Johnson have all fired with-
ering broadsides at the major label distribution
infrastructure. Says Matt Johnson: “After much de-
liberation | have decided to offer, track by track,
week by week, free downloads of my latest album.”
(www.thethe.com) The back story about Matt
Johnson is that the album he's offering for free is
a major label release.

And the promo beat goes on. Accepting the
award for most ridiculous marketing idea this year
is IUMA (a division of Emusic). The music upload
site is awarding $5,000 to the first ten couples who
name their baby “luma.” As of this writing, one child
has already been named. Your bemused FezGuys
are considering paying $5,000 to couples to not
inflict this on their children. Regardless of how we
feel about it, IUMA has garnered an avalanche of
press. IUMA has also been busy disbursing mon-
ey to artists for Web page views and recently ex-
panded to pay for audio streams and downloads
as well. It may be a check for only eleven cents,
but at least they're making an effort. All music up-
load Web sites should consider sharing at least
some money with every one of their artists. After
all, without the music there would be no site.

Speaking of Emusic, they've switched to pro-
viding subscription services: $19.99 for one month
of access to their 125,000 songs — discounted to
$9.99/month with a year subscription. Though
Emusic will need to triple their customer base to
make a profit using the subscription model, they
offer it anyway, praying the service will seem at-
tractive to consumers as well as a nice, legal al-
ternative to Napster. Like so many other Internet
music sites, Emusic (languishing in a sunken stock
price) is desperately trying something, anything,
to light a fire under their business.

And speaking of business models, MP3.com




(remember them?) has been busy cutting deals with the majors
to re-establish their own subscription service. They dole out mil-
lions of dollars in damages and license fees and scrape for news-
worthy items to keep people interested. Parsing the newsletter is
simple enough. “Fresh look and feel!” Like the landlord, they've
repainted, but the walls are still made of paper. “Partnering to open
physical stores to download and bum your own CDs!” Hasn't this
ancient idea been killed once and for all? “Send suggestions!”
The last gasping cry from the drowning man...

At the MP3 Summit last June, MP3.com announced that they're
going to become an infrastructure company or, in their own par-
lance, a “music service provider.” “We're a utility company, but
we deliver music instead of water or electricity,” goes the party
line. Whatever, kids. Recently the Web site also released an “open”
set of tools to encourage other companies to create products and
services that link directly into MP3.com’s bloated databases. With
no solution in sight for effectively and
efficiently sifting through all their music,

enthusiasm of even the most rabid accordion player. The “Rules
& Advice" window intones that exile from the site will ensue should
anyone upload more than one song over a three-month period.
The “Don't Call Us, We'll Call You" edict is mentioned, as is an
unintentionally hilarious recommendation (posing as thoughtful ad-
vice) for the person uploading a song to not “wait for the limo
driver to ring your bell with a recording contract.”

Ease of use — very simple

Design — thankfully, also very simple

Tech support — N/A

Expected user experience — shouting at the ocean
Overall — useful to the label, nothing groundbreaking,

The FezGuys invite one and all to post questions and comments on the
Threaded Discussion Area of wwwifezguys.com.

Ll =

it sounds like MP3.com is dancing as
fast asitcan.

An Upload Site Review

LLos Angeles-based major label Dream-
works Records has launched an online
site www.dreamworksdigital.
com. The Web site appears to exist ba-
sically lo streamline the label's own
process of fishing for new talent. To its
credit, the site is very straightforward. A
wash of bright orange color and the
numerals “1,” *2," and 3" greet us on
first meeting. We chose “1” because our
FezMom raised us right. We are shown
the “Artist Profile” and asked to provide
a lot of information. “Genre" is required
field. There are nine to choose from.
That's right, nine. Songs, according to
Dreamworks Digital, fall into one (and
only one) of nine categories.

We click through with our blatantly
falsified profile into area #2: the Sub-
mission Agreement. It's all pretty stan-
dard, dense legalese but one section
catches our eye. Point #5: *...Dream-
Works Digital has access to and/or may
create.. materials and ideas that may be
similar or identical to (your uploaded
song)...you will not be entitled to any
compensation because of the use by
DreamWorks Digital of any such...iden-
tical material...” Kind of chilling, isn't it?
It seems that one might upload a song
to Dreamworks Digital and, a year lat-
er, hear your song on the radio record-
ed by someone else.

We submit to the sinister submission
agreement and enter the download
area. Options appear for uploading a
song and a graphic file. Atthis point, the
decision is made to not place a song on
Dreamworks Digital. Not only is the Web
site a faceless vortex, sucking music and
giving nothing back (no musical mate-
rial is available on the site), the site’s dis-
claimers are enough to dampen the

M-1

(Actual size)
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» continued from page 99

copyright ownership of the work. It is not right that in order to get
distribution one should have to hand over one's entire future. I'm
optimistic that viable independent Internet distribution will not be
long in coming.”

Bacdk To The Future

Looking to the future, Suzanne sees herself increasingly re-
turning to music-to-picture scoring — this time on her own
terms. “I no longer want to be the ‘gun-for-hire' | was in my New
York City days,” she states. “Part of my escape to nature in-
volves downsizing, and | am committed to doing just as much
as | can do without creating a staff. I truly enjoy working this
way now, and for the appropriate film project | am more than
enthusiastic.”

At the time of our interview Suzanne was applying the finish-
ing touches to one such project. “The film is called Mother Tere-
sa: The Legacy,” announces its composer, with more than a hint
of pride. “Itis produced and directed by Ann and Jan Petrie, who
also did an earfier Moscow Peace Prize-winning feature-length doc-
umentary, which | scored about 10 years ago. This film is meant
torepresent Mother Teresa’s work and teachings after her death.
I was thrilled to be part of this important project and scored the
picture using piano, violin, and cello, all recorded in my studio to
picture. | was able to achieve a very intimate sound recording in
my own environment, sometimes improvising variations of the
theme on the piano at two in the morning. | truly believe that the

nature of the recording environment had a direct and beneficial
impact on the spirit of the music. The film will be released at the
end of this year.”

“t still want to tour and record and write my piano books,”
Suzanne maintains, “but, also, | love scoring. I'm good at it. I've
worked to picture for the last 25 years, albeit mostly TV commer-
cials. When | scored The Incredible Shrinking Woman, they told
me [ was the youngest woman to score a major film. Now women
have become quite established in this area. | will not have the ‘pi-
oneering frontier’ aspect that | have been used to in my career de-
velopment, but | can make my artistic mark in films.”

Onwards And Upwards
So, what can we expect next from Suzanne Ciani and Seventh Wave?
“Seventh Wave has begun to release other artists whose work
I particularly enjoy,” concludes Suzanne. “However, itis a new
structure, where the artist gets essentially all the income from
distribution, with a small override to Seventh Wave, and is
responsible for all marketing costs, the marketing decisions be-
ing made by the artist with our guidance. This is yet again a new
experiment in an alternative approach to a record label. Let's
see how it goes.”

Jonathan Miller is a British fredance writer iving in...well
€ngland He spedalizes in the "andent art” of the hitech
music inteview. Jonathan an be reached at jonathanmiller-
musicmedia@virgin.net
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» continued from page 48

the studio in those days.

David: | once thought a journalist was the devil. We had to kill
him. Don't tell anyone, okay?

Who do you think you were in past lives?

David: No one as famous as myself, more's the pity....

Derek: Me. | have a very strong sense of having been “me”
in ancient Egypt.

What old saying do you hate the most?

David: “You know the old saying!”

Derek: “A stitch in time saves nine.” Nine bloody what?

What animal do you identify with?

Derek: The panther.

David: The sea otter.

Who is the most amazing engineer you've worked
with?

David: The tall one at Greenhouse West. Magic fingers!

Derek: This geezer over in London named Red Bottoms. He
would just push everything — you'd look at the meters and they
would all be in the red. That's how he got his nickname, Red. I'd
ask, “Isn't that going to distort?” He would look at you with this gleam
in his eye, and say, “Yeah?"

What makes a great record?

David: Three things: the hook, the hook, the hook. And the
words.

Derek: Variety, purity, body, and flavor.

Have you ever witnessed a miracle?

When You're Serious About Music, Media & the Performing Arts!

FIVE TOWNS COLLEGE

Dix Hills, New York 11746-5871

David: | met a thirty-six-year old soccer mom who didn't
drive avan.

Derek: No, although | have seen both loaves and fishes —
but not together.

Any advice for getting a good start in the music busi-
ness?

David: Be patient. Remember they're not going to like you
automatically just because you do.

Derek: Ignore all advice.

» VWEBLINK
For-your fres download of Spinal Tap's new single. "Badk From The
Dead” point: your browser to www tapster com.

KORG ELECTRIBES

» continued from page I28

traditional features: step time and real time pattern record-
ing, accents a la TR-808, etc. But the main deal with the Elec-
tribes is their almost off-the-scale fun factor. You can have a
great time just tweaking the delay knobs...and then you
realize there are many, many more options. There's something
totally addictive about the real-time nature of these boxes. With
the Electribe series, Korg has definitely nailed the groove
experience.

e - - -

www.fivetowns.edu E-mail: admissions@ftc.edu
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» continued from page [70

technology forefront. | was in a high-end audio store the other
day and there were a bunch of guys comparing the new Sony
DSD (Direct Stream Digital) with a 96k 24-bit CD player. They
were arguing over which was doing the best job of reproduc-
ing what was on the CD. Of course they weren't comparing the
same recording mixed in both formats. They were comparing
two completely different performances by two completely dif-
ferent artists. How could you make a determination about which
was the better vehicle for the final audio delivery system?
The only way to find out which is better is to record a live-to-
stereo session that was encoded into both systems, DSD and
96k 24-bit. The only way to trufy compare the two systems would
be to record in both formats, and play them back while the live
band played along. Then do an A/B/C comparison to see which
one sounds the most like the original, not which sounds the “best.”

Now that | have beaten this horse to death, how do | know that the
horse is really dead and not just sleeping? | need a sleeping horse and
a dead horse for comparison. Or do | need the original horse before
he was dead. Or what if he died while sleeping? Talking about this is making
me hoarse. How many bits in a horse’s mouth? | remember when cowboy movies were two
bits on Saturday.

» WEBLINK

Have a question or comment for Roger Nichols? Visit him online at the
E€QBoards, WWwW.EQMag.com.

STUDIO TECH

» continued from page 146

issues when using DAWSs on a Mac. Since then, I've had lots
of valuable feedback from users seeking more information.
Let me clarify another point relating to this topic: The SCSI card
that you use has an important impact on the amount of data
that is being carried by the PCI bus. However, for the most
part, the hard drive that's connected to it does not. Sure, the
hard drive is of critical importance to the performance of the
system — in some instances, the drive can under-perform to
the point where it actually brings the system down. There are
many factors when choosing a drive (which | will cover at an-
other time); however, PC| bandwidth isn’t one of the neces-
sary considerations when choosing a drive. While the hard
drive needs to respond to the requests for data flow (to and
from the card), it isn't occupying bandwidth that the SCSI card
hasn't already used. You should actually be more concerned
with the monitor that you choose to mate with your video card,
since it can directly affect PCI bandwidth.

David Frangioni is an internationally known audio/video
consultant. engineer. and producer, having worked with
Chick Corea, Kiss. Aerosmith, MTV, Bee Gees. Desmond
Child. and many more.

Have a question or comment for David Frangioni® Visit him online at
the €0 Boards. www.eqmagoorm.
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Between 33rd & 34th Streets,
New York, N.Y. 10001
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We Ship Worldwide
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FOR ORDERS CALL:

212-444-6688

800-947-5518 800-947-9003

or FAX (24 HOURS)

212-444-5001

PROFESSIONAL'S SOURCE"

MOST ORDERS SHIPPED
WITHIN 24 HOURS

OVERNIGHT SERVICE AVAILABLE
www.bhphotovideo.com

420 Ninth Ave. (Bet. 33rd & 34th 5t.) New York, N.Y. 10001

RD DISK RECORDING
MOTU AUD.O Hard Disk Recording Systems

DIGIOO 1 Digital Audio Workstation For Mac And PC

A completely integrated digital recording, mixing and editing
environment for the Mac and PC, the DIGI-001 offers a 24-bit
multi /0 breakout interface along with Pro Tools LE
software— based on Digidesign’s world renowned ProTools
software. The DIGI-001 interface features 18 simultaneous
1/0s made up of 8 analog inputs and outputs— two of the
nputs are full featured mic preamps with phantom power
and digital /0 including standard S/PDIF as well as an ADAT
optical interface that can also be used as a S/PDIF 1/0.
ProTools LE supports 24 tracks of 16 or 24-bit audio and 128
MID! tracks and also features ReaiTime AudioSuite (RTAS)
effects plug-ins. For ease of use, MID) and audio arg edilaoig
within the same environment and all mixing parameters
Including effects processing can ve tuny autamaled.

FEATURES-

« 18 simultaneous, 24-bit ins and puts with sypport for
4.1 and 48 kliz sample rales

» 20Hz - 22KH1 frey. 1esponse £ 0.5 UB

» 2 channel. XLR mic/1/4" ling inputs with -26 dB pad
48v phantom power, gain knob, and HP Filter at 60Hz

» 6 ch. line inputs {1/4') TRS balanced/ unbalanced w.
software controlled gain

» +4dB balanced 1/4-inch Main outputs

« Balanced 1/4” monitor outs with front panel gain knob

* 1/4-inch unbalanced line outpuls channels 3-8

» Headphone output with independent gain control knob

« 2 channe! S!PDIF cgaxial digital /D

« 8 channel ADAT optical /D can also be used as 2
channel optical S/PDIF

Pro Tools LE

» Supports 24 tracks of 16 or 24-bit audio and 128
sequenced MID tracks

» Sample-accurate simultaneous editing of audio & MIDI

» Real-time digital mixing capabilities include recall of al
mixing parameters. support for edit and mix groups
and complste autemation of all volume, panning
mutes and plug-ins.

* Route and mix outboard gear in realtime

» MP3 and ReatAudio G2 file support {Mac)

« Two plug-m platforms ofter multiple options for effects
processing— Real-Time AudioSuite {(RTAS) is a host-
based architecture that allows an effect to change and
be dynamically automated in realtime as the audio
plays back. —AudioSuite 1s a file-based format, that
rondarg a naw file with the precessed seund

« Bundied RTAS plug-ins include. 1 and 4-band EQ,
Dynamics |1- compressor, limiter. gate and expander/gate
Mod Delay - short, slap, medium, and iong delays with
modulation capabilities for chorus or flange effects and
dither. AudioSuite plug-ms tnclude Time
Compression/Expansion Pitch Shift, Normalize, Reverse

MIDI Functions
» MIDI functions include graphic controiler editing. piano
roll display, up lo 123 MIDI tracks and emling optiuns
like quantization, transpose, split notes, change
velocity and change duration.
» MIDI data can be edited on the fly

The MOTU Audio Sys'nm is a PCI based hard recording solution tor the Mac and PL pl tfo
that can connect up and allowss up

heart of the system is the PCI-324 PCI car
10 72 channels of simultaneous
c:rﬁ,,ralms including
MOTU digital 1/0 such as ADAT
Interface C:
needs. Includes drivers for a
and editing software for the Mac
THEY ALL FEATURE-
* Mac 0S and Wind ~~rrpaubJ= el
drivers for compatibil
software plus AudioDesk, M JJ 's sample-accurate audio
workstation software for Mac 0S + Host computer
determines the number of tracks that the software can
record and play simultaneously, as well as the amount of
real-time effects processing it can support » Front panels
display metering for all inputs and outputs

be purchasi

1296 24-bit/96kHz Interface Features-
» 24-bit. enhanced multi-bit 128x oversampting 96kHz
verters * A-weighted signal-to-noise ratio of 117 dt
12 Balanced XLR inputs and outputs can support two
simultaneous 5.1 mixes * AES/EBU I/0 with sample rate

2408 mkll FEATURES:

« 7 banks of 8 channel /0 1 bank of analog
ADAT optical, 3 banks of Tascam TDIF, plus
* Custom VLS| chip for amazing I/0 capal
conversion between ADAT and DA-88

1224 FEATURES-

» 24-bit analog audio mterface « State-of-the-art 24-bit
A/D/A « Simuitaneously record and play back 8 channels
balanced (TRS) +4 dB audio  24-bit balanced +4 XLR

0 as well as standard S
or with a PCI-324 card allowing

rms At the

a wide range of |0
onverters andor muiti
F and AES‘EBU 10 Each

rfaces are available
ith the latest 24-bit

anne

features 24-bit r
a ated virtual g.g
automation, real- Ume effects plug- ns mih :2 bn fipating
po d

plug-ns {in the MOTU
formats), background processmg of 'Nn basnﬁ operations
sampi diting and placement of audio. and more

Os «24-bit
I!’]vummn nputs
IS

ernal data

displays six

* Headphi ume knob

CD RECORDI

ALESIS

Masterlink ML-9600

High-Resolution Master Disk Recorder

The Alesis MasterLink ML-9600 is a
2-track 24-bit rocorder that combines
hard disk recording, CD burning,
digital signal processing, and
mastering functions to create
compact discs in the standard ‘Red
Book® 16-bit/44.1kHz format, or high
resofution COs that utiize Alesis’ re

y CD24 AIFF-comp.
recording and playing up to 24-bit/06kHz resolution CDs using the inexpensive, readily available CD-R media.
The amazing sonic quality, powerful built-in tools and CD24 technology offers a uniquely versatile and affordable
solution for everyone from large commercial audio facilities to project studios and recording musicians.

bie technology. MasterLink is capable of

FEATURES-

* 24-bit 128x oversampling analog I g format that
to digital and digital to analog reads/writes files up to 24-tit
converters 96kHz In the 1SO 9660 disc format

Digital inputs and Outputs
* AES/EBU balanced XLR nputs and
outputs

» Supports 44.1, 48, 88.2, 96 kHz

AIFF caompatible file format that

« S/PDIF unbalanced phono (RCA)

ASTER

INRaA R aalRizw
CDR-631 Professional CD Recorder

The CDR631 offer all the features and functions of the

CDR630, 1ts popular predecessor, but adds many

features and tunctions that were previously unavailable

Its tull complement of digital and analog connections

lets you record your own CDs from audio sources such

as CDs, LPs, cassettes, DAT, or even a computer.

Features-

«Pro and consumer CD-R and CD-RW compatible

» Track titles can be saved and edited in CD-TEXT
format that can be read on CD-TEXT compatible CD
players

- Memory buffer that prevents the beginming of
tracks from getting cut off

« Menu selectable SCMS copy protection

« Digital and analog record Jevel and balance control

« XLR-Balanced and RCA unbalanced analog inputs

« AES/EBU (XLR). Coaxial. and Optical digital inputs

«Unbalanced (RCA) analog and Coaxial digital
outputs including Coaxial loop-out for unprocessed
connection to other digital equipment

« IR remote control included

MICROBOARDS

StartREC npigital Audio Editing/ CD Duplication System

The Microboards StartREC 1s the first digital audio editing

system combined with a multidrive CD recordable duphcation

system for professionals. Audio s recorded to the internal
6.2 GB IDE hard drive using analog or digtal inputs Sample
rate conversion I1s automatic Tracks can be edited and
sequenced using the StartREC s user friendly interface and

sample rates and word lengths of
16-, 20- and 24-bit
» 20Hz-20kHz frequency response at

can be read by MacOS, Windows
and Unix computer platforms
« Built-in 3.2GB IDE hard drive

inputs and outputs

Editing
» Gain control

44.1.48 kHz sample rates

* 20Hz-40kHz. frequency response
at 88.2/96 kHz sample rates

« 113dB signal-to-noise ratio (A-
weighted)

« Matsushita ATAP| CD-RDM drive
allows up to 4x CD burning using
standard CD-R discs.

« Built-in sample rate conversion &
noise shaping to change sample
rates & bit resolution as needed

 Reads and Writes 16-bit 44, 1kHz
Rod Book Audio CD3

* Alesis’ exclusive CD24 is a high-

« Hard disk max recording times
95 min. @ 24-biv96kHz
310 min. @ 16-biv44.1kHz

» Create and store up to 16 playlists
cunldining a3 many ds 39 tiacks

Analog Inputs and Outputs

* Balanced XLR connectors (+4dBu
nput and +19dBu max. output)

* Unbalanced phono (RCA)
connectors (-10dBV nput and
+5d8V max. output)

« 1/4 inch TRS hcadphune output
with level control

« Cropping allows adjusting start
and end points.

« Join and Split features allow
cumbining and separating song
sections.

DSP Finishing Tools
« Equaiization, Compressior
Normalizing and Peak Limiting

Includes
= Infra 1ed remole contiul and
rackmount brackets

up to 4 CDs can be recorded simultaneously. StartREC s the

1deal solution for studio recording, mastering, post
production or any pro audio environment requinng digital
audie editing and short run CO-R duplication

Features-

* 2X, 4X, or 8X recording speeds

* 6.2GB IDE hard drive

« Editing functions include move, divide. combine or
delete audio tracks, add or drop any index or sub
index, and create track fade in or fade out

= Coaxial SP'DIF or AES/EBU digital input plus optical
$/POIF 1/0

«* XLR balanced and RCA Line inputs and outputs

« Automatic sample rate conversio
» Automatic CD Format
frendly
« Front p
nput al and time lapse mete
« SCMS (Seral Copy Mana
regardless of the source
* StartREC Models Include:
ST3000 (3) 8x wniters and S




FOR ORDERS CALL:

800-947-5518
212-444-6688

or FAX {24 HOURS):

800-947-9003
212-444-5001

THE PROFESSIONAL'S SOURCE FOR PHOTO,

MOST ORDERS SHIPPED
WITHIN 24 HOURS

OVERNIGHT SERVICE AVAILABLE

On the Web: http://www.bhphotovideo.com

RACK RECORDERS

TASCAM MX-2424 28it

. . 24-Track Hard Disk Recorder
Co-designed by TASCAM and TimeLine Inc., the MX-

2424 is an affordable 24-bit, 24-track hard disk -
recorder that atso has the editing power of a digital l
audio workstation. A 9GB internal hard dnve comes || ||| “Iu I I| “l ||| Secem
standard as well as a SCS| Wide port that supports _
external LVD (Low Voltage Drives) hard drives from 3
up to 40 feet away. An optional analog and several
digital 1/O cards are available so the MX-2424 can be
oonfigured to suit your werk environment, SMPTE
synchronization, Word Clock, MIDI Time Code and
MID! Machine Control are all built in for seamless integration into any studio.
* Records 24 tracks of 24-bit audio at 44.1 or 48 kHz. o Editing-
12 tracks at 88.2 or 96 kHz Up to 24 tracks can be » Built-in editing capabilities include cut, copy, paste
recorded simul y using any i of spiit and ripple or overwrite
digital and analog 1/D. « 100 levels of undo
« Supplied 9GB internal drive allows 45 minutes of audio + Supports destructive loop recording and non-
across ali 24 tracks destructive loop recording which continuously records
* Wide SCSI port on the back panel allows you to add new takes without erasing the previous version.
multiple drives. A front 5-1/2" bay available for Build-in Synchronization-

I=Roland

The all digital Roland V-Mixing System, when tully
expanded, is capable of mixing up to 94 channels with 16
stereo (32 mono) onboard muiti-effects including COSM
Spsaker Modeling. Utilizing a

design, comprised of the VM-C7200 console and VM-
7200 rackmount processor, allows the V-Mixing System
to be configured to suit your needs. Navigation is made
easy via a friendly user interface, FlexBus and EZ
routing capabilities as well a$ a largé informative LCD
and uitra-fast short cut keys.

installing an additional drive or an approved DVD-RAM | TBUS protocol can sample tely lock 32 A

drive for back-up. together for 384 tracks at 96kHz, or 768 tracks at
« ViewNet MX. a Java-based software suite for Mac and Dgetler for384it1ac :

48kHz.
PC offers DAW style editing of audio regions, dedicated an generate or chase SMPTE timecode or MID} Time
system set-up screens that make set-up quicker and Code,
easier and track load screens that make virtual track «Word Clock tn, Dut, and Theu ports
management a snap. Connects to a computer via a 1/0 Optians- T

standard Ethernet line.

« Can record to Mac (SOI) or PC (.WAV) formatted
drives, allowing later export to the computer. The Dpen
TL format allows compatible software to recognize
virtual tracks without have to load, reposition and tnm
each digita! file.

Transport Controls-

« Jog/scrub whee!

* MIDI In, Dut, and Thru ports are built-in for MIDI
Machine Control.

« Optional analog and digital cards all provide 24
channels of I/0. There is one slot for analog and one for
digital

* IF-TD24- T/DIF module

* IF-AD24- ADAT Lightpipe module

« IF-AE24- AES/EBU module

« IF- AN24- A-D, D-A I/D module with DB-25 connectors

Soltware Updates-

« System updates are made available through a front
panel Smart Card slot or via computer directly from the
TASCAM web site.

DA-78HR Modular bigital Multitrack

The DA-78HR is the first true 24-bit tape-based 8-track
maodular digital muititrack recorder. Based on the DTRS
{Digital Tape Recording Systemy} it provides up to 108
minutes of pristing 24-bit er 16-bit digital audio on a single
120 Hi-8 video tape. Designed for project and commercial
recording studios as well as video post and field productton,
the DA-78HR offers a host of standard features including
built-in SMPTE Time Code Reader/Generator, MIDI Time
Code synchronization and a digital mixer with pan and level controls. A coaxial S/PDIF digital /0 allows pre-mixed digitat
bouncing within a single unit, or externally to another recorder or even a DAT or CD recorder. Up to 16 DTRS machines
can be synchronized together for simultaneous, sample accurate control of 128 tracks of digital audio.

Features-

« Selectable 16 bit or 24 bit High Resolution audio
* 24 bit A/D and D/A converters

>104dB Dynamic range

* 20Hz - 20kHz frequency response +.5dB

1 hr. 48 mn. recording time on a single 120 tape
* On-Board SMPTE synchronizer - chase or generate timecode * Analog output on DB25 balanced or RCA unbalanced
* Dn-Board support for MIDI Machine Control « Digital output on TDIF or 2 channels of S/PDIF

A TO D CONVERTERS

APOGEE Rosetta 2a-bitatoD converter

he high-end quality analog to digital solution

tor the project studio. With support for both
professional and consumer digital tormats you can
now record your audio at a higher resolution and
with greater detail than standard converters found
on MDM's, DAT's and DAW's. Idea! tor mastering or tracking

FEATURES-

* 24-bit, 44.1-48, 88.2-96 kHz Sample Rate (£10%)
*116dB dynamic range (unweighted)

* Improved UV22HR for 16 and 20-bit A/D conversion
FRONT PANEL:

* Internal drgital mixer with level and pan for internal
bouncing, or for quick mixes

« Track slip from -200 to +7200 samples

« Expandable up to 128 tracks (16 machines)

*Word Sync In/Out/Thru

24-bit resolution selector » S/PDIF-ADAT optical
selector » Soft Limit on o off « 12-segment metering
w/ over ondicator & Meter Clear switch ¢ Level trim
REAR PANEL:
* XLR balanced inputs * 2 x AES/EBU for 88.2/96kHz 2
« Power switch « Sample Rate (44.1, 48, 88.2, channel path, Coaxiat S/PDIF, switchable SPDIF or
96kHZ)selector + 16-bit (UV22), 20-bit (UV22) and ADAT optical outputs » Wordclock out

LUCID AD 9624 24-bitA to D Converter
Transparent analog to digital conversion designed to bring
h l’ i L, i

your music to the next ievel. XLR balanced inputs feed true
24-bit canvarters far revealing all the detail of the analag scurce
16-bit masters can take advantage of the ADI624's noise
shaping function which enhances clarity of low level signals

Simultaneous AES/EBU, coaxial and optical S/PDIF
outputs ¢ 20-segment LED meters w/ peak hold &
clip indicators ® ALSO AVAILABLE: DAS624 24-bit
D/A converter

HIRT N

FEATURES-

 24-bit precision A/D conversion * Support for 32,
441, 48, 88.2 & 96kHz sample rates » Wordclock
sync inpute Selectable 16-bit noise shaping «

* 94 channels of digital mixing (fully expanded)

* Up to 48 channels of ADAT/Tascam T-DIF digital audio
1/D with optional expansion boards and interfaces

* Separate console/processor design

= Quiet motorized faders, transport controls, totaf recall
of alt parameters including input gain, onboard mixer
dynamic automation and scene memory

» 24 fader groups, dual-channel delays, 4-band
parametric channe! EQ + channel HPF

» FlexBus and “virtual patchbay” for unparalleled routing
flexibility

* VSBF-2 Etfects Expansion Board -- Provides 2 stereo
effects processors including COSM Speaker Modeling
Up to 3 additional boards can be user-installed into the
VM-7200 processor, for 8 stereo or 16 mono effects
per processor.

« VM-24E 1/0 Expansion Board -- Dffers 3 R-Bus 1/0s on
a single board. Each R-Bus I/D provides 8-in/8-out 24-
bit digital 1/0, totalling 24 I/D per expansion board.

MIXERS

VM Basic 72
Digital Mixing System

« Up to 16 stereo (or 32 mono) multi-effects processors
using optional VS8F-2 Effects Expansion Boards (2
stereo effects processors standard)

 COSM Speaker Modeling and Mic Simulation technology

5.1 Surround mixing capabilities

« EZ Routing altows mixer settings to be saved as templates

. Realnme Spectrum Analyzer checks foom acoustics in

ion with noise g and

« Digital cables between processor and mixer can be up
to 100 meters long- ideal for live sound reinforcement.

* DIF-AT Interface Box tor ADAT/Tascam -- Converts
signals between R-Bus (VM-24E expansion board
required) and ADAT/Tascam T-DIF. Handles 8-in/8-out
digital audio. 1/3 rackmount size.

*VM-24C Cascade Kit -- Connects two VM-Series
processor units. Using two VM-7200 processors
cascaded and fully expanded with R-Bus I/D, 94

of audio pr g are availabl

EFFECTS & PROCESSING
exicon

MPX-500 24-Bit Dual Channel Effects Processor

The MPX 500 is a true stereo 24-bit dual-channel processor and like the MPX100 is powered by Lexicon's propnetary
Lexichip and offers dua!-channel processing. However, the MPX 500 offers even greater control over effects
parameters, has digita! inputs and outputs as well as a large graphics display.

240 presets with classic, true stereo reverb programs
as well as Tremolo, Rotary, Chorus, Flange, Pitch,
Detune, 5.5 second Delay and Echo

« Balanced analog and S/PDIF digital 1D

« 4 dedicated front pane! knobs allow adjustment of
effect parameters. Easy Learn mode allows MIDI
patching of front panet controls.

« Tempo-controlled defays tock to Tap or MIDI clock

t.c. electronic

M-One oual Effects Processor

The M-On
to be fun sim

v$ two reverbs or other effects
taneously, without

compromising sound quality. The intuitive yet
sophisticated interface gives you instant control
of all vital parameters and allows you to create
awesome effects programs quickly and easily.

D-TwoO Multitap Rhythm Oelay

« 20 incredible TC effects
including, Reverb, Chorus
Tremolo, Pitch, Delay and
Dynamics

« Analog-style user interface

100 Factory/100 User presets

* Dual-Engine design

* 24 bit A/D-D/A converters

* $'PDIF digital 1/0, 44.1-48kHz
* Balanced 1/4" Jacks - Dual I/0
* 24 bit internal processing

Based on the Classic TC2290 Delay, the D-
Two is the first unit that allows rhythm
patterns to be tapped in directly or quantized

to a specific tempo and subdivision. *Uplo

*» Multitap Rhythm Delay
+ Absolute Repeat Control

« 50 Factory/100 User presets

* 24 bit A/D-D/A converters
« S/PDIF digital /0, 44.1-48kHz
« Balanced 1/4" Jacks - Dual 1/0
* 24 bit internal processing

10 seconds ot Delay

|
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RGEI = A-20

C414 TLII NT-2
“Vintage TL” R@ D E Condenser Mic Studm Reference Momtor System

The RAOE NT2 is a large diaphragm
% . true condenser studio mic that

_ombmes the best of old and new: . features hoth cardigid and _

legendary C12 atoustics and the latest omnidirectional polar patterns. The ~
generation of C414 transformeriess FET NT-2 offer Drb 3 2 detail with -
electronics. Afthough similar in design e upejsonicloetaliw Incorporating a pair of 2-way, acoustic Suspension
and shape to the C414BULS, the TLII plane fIaverA!or vocaland monitors and external, system-specific 250 watt per
fealures a capsule that is a faithtul sonic Sl miking JRkc]all RODE side control amplifier, the A-20 provides a precise
recreation of the one used in the classic mics the NT-2 is hand-assembled in itori '

- p neutral studio reference monitoring system for

POWERED STUDIO MONITORS

C12 tube mic combined with computer- 1 Australia and is available at a 3 ; : ;
aided manufacturing techniques tr?at breakthrough price :ig'(;?'cz%:;‘ :r:lnalla_nd (2 L L= WD
b ol plifier adapts to any production
assure greater uniformity in response FEATURES- T e T RO e s
from microphang to miciaphone. « Dual prstsUry gradient transducer P, R el e
FEATURES- + 1" capsule with golg-sputiered epth (from near to far field), wall proximity and even
. mpul sensitivity while the spcakers magnctic
* Caraioid, hypercardioid, omnidirectional ey lranes KL Hnoie) ing allows seaml ion into today’s
and figure 8 polar pattems lranslorr_nerless circuitry * Omni tar baced etudi
W - ) ’ and cardioid folar patterns * 13508 Max SPL < High computer bassd studios
* Warm, smooth microphone that is surtable for high- 2 3 T
" pass filter switch and -10dB pad 3witch * Gold plaled
l;uallty B 20KH output connector and internal head pins « Type Modular, self-powered near/mid/far-fleld monitor.  +-60B LF Cutoff 40Hz
*\Creauencylesgonsep 0Hz{tol20kHz * Shockmount, Flight Case, and Pop Filter included * 48Hz - 20kHz frequency response @ tM + 5 position wall proximity control
c4000B * 20Hz-20kHz frequency response * Peak Acoustic Output 117dB SPL (100ms pink noiseat  + 5 position listening proximity control between near
M) mid and far-field monitoring
EI.ECTERET CONDENSER @ audio-technica . XLR outpuls trom power amp to speakers . Po»qer Overload SPF Output, Line VAC and Output
his new mic from AKG is a mylti polay i ! p output cables inclyded, device temperature display
pattern condenser micropone using a AT404 7 Amplifier Speakers
;’r:?:;uif:llrﬁsd::;;rgz ?rx]aeperaGm card |0| d condenser « Amplifier Power 250W (continuous rms/ch), 400W * 2-way acoustic suspension with a 6.5-inch treated
SoligTube deisgn, except that the tube The AT4047 is the latest 40 Series large . g,_(): n;;ge:‘k)m connectors . Eaﬁe'r:aoﬂ?icaarllld as;:;r::;m?::?;mﬁ et
has been replaced by a transistorized diaphragm condenser mic from Audio . Hea&phone gut ut ’ v:cgmmgn;ed erkin distance
impedance converter/ preamp. The Technica. It has the low self noise, wide S5Tyes hann ?sens‘ti ity switch with settings 0
transformerless output stage offers the dynamic range and high sound pressure level NPT e tSetting
C40008 exceptional low frequency capacity demanded by recording studios and x o ) E
FEATYRES- , sound reinforcement professionals PS-5 Bi-Amplified Project Studio Monitors
« Electret Dual Large Diaphram Transducer ) FEATURES- 1 " fatigui i i
(1st ot its kind) * Cardioig, hypercardioid & * Side address cardioid condenser Lh:nzg'zst:: si;r;allo!: '{:: tsa'::L ?r:%?senzzg:g:‘:gupn'g '::It;;u:: ohl
omnidirectional polar patterns « High Sensitivity § microphone for professional recording and e 20/290 ):, studio monitors, The use of custom dri 2
* Extremely low self-notse < Bass cut filter & critical applications in broadcast and live sound cclaime sel_nes prggnontars. ebli‘ €0 %u Sl g
Pad swilches * Requires 12, 24 or 48 V phantom power * Low self noise, wide dynamic range and high SPL components, complimentary crossover and bi-amplified power design
« Includes H-100 shockmount and wind/pop screen * Switchable 80Hz Hi Pass Filter and 1008 pad ELEETROKILS Rl deSia Qe ldy nadyclrau st IR
» Frequency response 20Hz to 20kHz « Includes AT8449/SV shockmount low intermodulation distortion
FEATURES- * 52Hz-19kHz frequency
MICROPHONE PREAMPS « 5-1/4-inch magnetically shielded mineral-filled response +308
polypropylene cone with t-inch diameter high-temperature  * 2.6kHz, active second order
votce cml and damped rubber surround LF Driver crossover
A ‘ 7 A L O b l D E S I G N hi 25mm g ferrofiuid-cooled  * Built-in RF interference
nalunl sitk dome neodymium HF Oriver ?ulpul current limiting, over
* 70 watt continuous LF and 30 watt continuous HF emperature, tum-on
"T amplification per side transient, subsonic filter, internal fuse protection
= 7 3 7 sp Mono Class A . XLF'iJ- r)am) 1/4-inch (bal or « Comblnation Power On/Clip LED indicator
Vacuum Tube-Discrete Preamp-0pto- [:ompressor -Equalizer inputs /8" vinyl-laminated MDF cabinet
- - Y y >
B0 2 A sonoow  Hafler UL o
e 2 ) 6 i b Bi-Amplified Studio Monitors
- - et A 5 Soup 2 b Oftering honest, cansistent sound from top to bottom, the TRM-6 bi-ampiified
[ 2} . AV A LON - =5 ering honest, consistent sound from top to botiom, the i-amplifie
3 (f , 5 , [ l O >‘: O - o studio rgnonuors are the ideal reference mor:utors for any recording envurgnmem
- b .l as =t ¢ whether tracking, mixing and mastering. Supported by Hafler's legendary amplifier
The VT-737SP is a vacuum tube, Class A processor that combines a mic preamp, instrument DI, compressor and technalogy providing a more accurate sound field, in width, height and also depth
sweepable 4-band equalizeroin a2 rack space. Like all Avalon Design products the VT-737SP utilizes a minimum FEATURES- Also Available- TRM-8
signal path desmp :«{llh 100% discrete, high-bias pure Class A audio amplifiers and the best active and passive 33 Watt HF & 50 Watt LF amplification « t-inch soft dome tweeter and 8-inch
. Used by re artists and studios world wide and the winner of the Electronic Musician «1-inch soft dome tweeter and 6.5-inch polypropylene woofer
1999 Editors’ Choice Award for Product Of The Year. polypropylene woofer * 45Hz - 21KHz frequency response 208
FEA TURES- control including de-essing. The EQ can be assigned | * 56Hz - 21kHz Response 75 Watt HF, 150 Watt LF amplification
ination of TUBE pi iers, opto-compressor, pre and post compressor from the front panel to add | * Magnetically Shielded
sweep aqualizer, output level and VU metering in a 2U even greater sonic possibilities. * Electronically and Acoustically Matched
space  Two VT-737 SPs can be linked together via a rear
« Four dual triode vacuum tubes, high-voitage discrete panel tink cable for stereo tracking
Class A with a 10 Hz to 120kHz i g, f « The Equalizer utilizes 100% discrete, Class A-high- TRM'1 os And TRM'1 23
£0.5d8 voltage transistors for optimum sonic performance Active Subwoofers
* The Preamp has three input selections- The first is a * The low frequency passive shelving EQ is selectable - ) o y
high performance XLR balanced mic input transformer between 15, 30 60 and 150HZ with a boost and cut | Combining Hafler's legendary ampiifier technology with a
with +48v phantom power, the second is a high of 2408 proprietary woofer design, the TRM10s and TRM12s active
impedance instrument DI with a 1/4”jack located on the ~* The high frequency passive shelving EQ is selectabl voolers provide superb bass defirtion required in today's
front panef and the third is a discrete high-levef Class A between 10, 15, 20 and 32 KHZ with a boost and cut | studio and surround sound environments.
balanced line input. of +2008
* High gain switch boosts overall preamp gain and a « The low-mid frequency is variable between 35 to 450 TRM-10s
passive- variable high pass filter, hardwire relay Hz while the high-mid frequency is variable from * 10-inch cellulose fibre cone down firing woofer.
bypass and phase reverse relay is availabie for atl 220Hz to 2.8 kHz. Both mid-hand frequencies offer 3 « 300 watt low frequeney amplificr
three inputs boost and cut of +16 dB and a hi-Q/1o-Q switch. * 30Hz to 110Hz frequency response +2dB
« The Opto-Compressor uses a minimum signal path * When the EQ to side chain is used, the low and high * 240B/octave Linkwitz-Riley crossover variable (40Hz 1o
design and features twin Class A vacuum tube triodes  EQ is still available for tonal adjustment 110Hz)
for gain matching. A passive optical attenuator serves  * The Output level 1s continuously variable and utilizes
as a simple level controller. Variable threshold, an anathar dual triodg vacuum tube driving a 100% TRM-12s
compression ratio and attack and release offer Class A, high-current balanced and DC coupled low * 12-inch cellulose fibre cone down firing woofer
dynamics control from soft compression to hard- noise output amplifier. * 200 watt low frequency amplifier
knee limiting. * Sealed silver relay bypass switches are used for the * 25Hz 10 110Hz frequency response +2d8
* The dual sweep mid-EQ can be side chained to the most direct signal path * 24dB/octave Linkwitz-Riley crossover variable (40Hz to
compressor allowing a broad range of spectral 110Hz)

Minimum Shipping USA (Except AK & Hi) $6.95, up to 1 1b. Add 75¢ for each additional ib. For ins. add 50¢ per $100. © 2000 B&H Photo-Video. Prl ces valid ;blect to supplier prices. Not responsible for typographical errors

CRCLEZ GNTRIT (HEGTCARD
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ACOUSTICAL PRODUCTS CONSOLES

BIG STUDIO SOUND: $299

With the new Roominators' Alphat’  Acoustical Control Kit. it's easy to make your place sound great

s, network: p e companies & studios know it: good gear in a
. d gea they tai N vocles from Auralex. Now weve shrunk that big-studio
R sound down into the handy “take home" sized Alpha1!

It's never been this easy & atfordable ta make your room sound better!

« in this one kit you get everything you need to imprave the sound of your small
studro, iso booth or control room: bass traps, absarbers.....even adhesive &
installation tips! It your needs dictate, simply add more Alphat kits.

« You'll Immediately notice improved imaging, tighter bass & less “room” sound.

« Your monitors, mics, & other gear will sound better than you ever thought
they could and your recordings will be much more accurate. Everything
you record or listen to wlll sound clearer!

- Gone will be the dastardly room rofiections and bass buildup that
have been keeping you from hearing the “true” sound you desire
(and thought you were paying for when you bought your pear)|

Don't put up with bad sound any longer! Get to your faverite
dealor and theck bul tne tull iing o1 artordable Roominators
Kits & other industry-leading Auralex praducts today. You'll
be surprised at how easy & atfordable great sound can be.

If you need help, remem-
ber we've always given free ]
initlal consultations. And if {Aurqlex
you're building a studig, check aut our LS U N 4 AN
acclaimed booklet Acoustics-101™. It's acoustics
a free download trom our website!

Sound Control For The Rest Of Us™

* estimaled street pr

vww.auralex.com 800.95 WED

Wit Rooin g

pr— SOUND ISOLATION ENCLOSURES —

Celebrating 10 years of reducing sound to a Whisper!
For:

Recording Vocals, Broadéasting. Practicing, Etc.
medi hipping!

www.whisperroom.com
PH: 423-585-5827  FX: 423-585-5831

(413) 884-2377|
58 Nonotuck St, Northampton, MA 01062

INFO
ILENT- 5
a2 FAX

e-888-765-2900
Number: '7 -

Full product line for sound control
and noise elimination.

ORDER (800) 583-7174
___Info@silentsource.com - www.silentsource.com
Acousticore Fabric Panels » Sound Barrier
Isolation Hangers * A.S.C. Tube Traps
Silence Wallcovering » WhisperwWedge
Melaflex « S.D.G. Systems » Tecnifoam

AcousticsFirst”

Web: http://www.acousticsfirst.com

R.P.G. Diffusors » Sonex « Sound Quilt

AUDIO UPGRADES

MUSICAL GEAR

. e e e e Every major brand of everything.
* LA-2A LA-3A OWNERS | Millons of dollrs of musical gear in stock.
, BeforeyoubyanewT4Bopiical ALTO MUSIC
* attenuator, have it rebuilt at a fraction | Gutars, rectrding keP(boards, amplifirs, drums, pro sound,
: of the cost. Alsa stock OPTOs. ’ new & used. Onet\)N ;h:h!;rgsgmmmsmthecountry.
. ANTHONYDEMARIALABS , | (914) 692'69|2t2°|:3.’é‘é914) 6925551
p s < altomusic.com
‘. o 91,4 ? 5,6 0232 o 680 Rout 211 Eat, Middetonn, NY 10940

Ask for Uncle Freddy — He loves Ya!

TAPE RECORDERS

INTERCONNECT

REe3AMP =
®
TAPE RECOROER TO GUITAR AMP INTERFACE
Feed instrument amps or stomp boxes from pre-recorded
tracks with the correct impedance & level match easiy.
Used by professionals everywhere!  NOW ONLY $199.00

find out why at www.reamp.com

{(604) 942-1001

EQuUEoCToBERROOO | 160

Music Production

CONSOLES
Film Mix
Consoles

D&R Cinemix

v 88 Automated inputs
v Moving Faders
v Dynamics
v High Resolution Meters
v 5.1 Surround Sound Mixing
v Balanced Patchbay
New $38,950.00

D&R Vision
SR/ MP/ AV Mixer
v 16 Mono inputs
v 2 Stereo inputs
v 8 Aux Sends
v 8 Subgroups
v 4 Band Sweepable EQ
v Rack Mount
New! $2,500.00

Limited supply of D&R Dayner, Avalon,
Marilon, Triton & Stylyx Modules.

Call: 903.485.2535

The above prices are at distributor cost
or below. Only serious inquiries!

INFORMATION GUIDE

——
Studi

FREE Guide
Saves You Time and Money!
Contact us today: 1-800-468-9353

wwuw. discmafers camiey  Rfoidicomakers.com

S DISC MAKERS

Great Master 1
s

Broadcast - Sound Reinforcement - Recording

USA.COM

“Computer experts who understand pro audio!”




[ free catalog ]

Consoles,
Mastering Desks,
Digital Workstations,
| Keyboard Workstations,
Rack enclosures, Spkr. Stand$

argosyconsole fo1y)]

INEVTS 70 console
for Panasonic DA
(shown) $849

800.427.5698
573 346 8549

&

: Don’t Get Beat

When you need equipment call

8TH STREET MUSIC
(800) 878-8882

Philadelphia’s Largest Musical
Instrument Dealer!!?
www.8thstreet.com

| 8th Street Music, 1023 Arch St.
§ Philadelphia, PA 19107

4

SAVE THOUSANDS OF DOLLARS
BUYING YOUR NEW & USED
EQUIPMENT FROM US

94 STATE STREET « NEW LONDON, €T 06320
800.204.6614 » 860.442.9600

carusomusi@aol.com o http://www.caruso.net

Guitars, Keyboards,
Pro Audio, Recording

V
DISCOUNT PRICES EVERY DAY
For a FREE cataloc caw

1-888-348-5003

Or shop ONUNE at: www.rocknrhythm.com

Tock L

a division of The Woodwind & Brasswind

Reserve Ad Space

ONLINE

cvela@uemedia.com

STUDIO FURNITURE
MixStation/O2R

Also available for
Mackie
BsBus mixers

Custom Design
and
Madifications Available

800.332.3393

FAX 415.332.2607
Qutside U.S. 415,332.3392

WWW.OMNIRAX.COM P.0.Box 1792 Sausalito, CA 94966

Multi-track Recom?nn Jmn our successful

working graduaies or build your own studio.

FREE INFORMATION:

S Audio Institiite of Vinerica

ol 814 16th Ave Suite AN, San Franc.sco. CA 34121
0 . a 5.£0

= VOCA

(nlimited, Low Cost, Instantl Available

Background Music from O Standard

Recordmgs' Does Everything Karaoke
does... Better and gives ou the

Thompson Vom Ellmma or'™

Free Brochure & Demo Tape '

LT Sound Dept EQ-1

7980 LT Parkway, Lithenia GA 3‘)

In!ernet -http:// Itsound.com
Hour Demo/info Request Line (770)482 2485 Ext 28
Somethi

when You Want ng Betier Than Karaoke!

EQUIPMENT FOR SALE '

“THE BEST DEALS ON EARTH”

Your One-Stop Shop for the Best Gear Deals! Open 24/7
The internet auction marketplace at www.digibid.coin

c11ck here

The gear =

* Guitars

you naad, o

*Pro Audio

. :fe ve ghpt it. +eboaras
e have everything you nee

for studio and stage! *& More

music technology direct

800-222-4700 |

www.sweetwater.com
sales@sweetwater.com
5335 Bass Road, Fort Wayne, IN 46808
(219) 432-8176 * FAX (219) 432-1758

The award-winning Band-In-a-Box accompaniment software

for Macintosh®™ & Windows" is so easy to use! Just type in the
chords for any song using standard chord symbols (iie C, Fm?
or C13b9), choose the style you'd like, an i Band-in-a-Box d

he rest lomaticaily generating a complete professxonal
quality five Instrument arrangement of | ass e
guitar and strings in a wide variety of po|

;’ Band in-a-Box Pro 388 | [
| Band in-a-Box MegaPAK 5249 JSD

PCM ic Inc.
i [
music

29 Cadillac Avenue
Victorla, 8C V8Z 173 Canada

www pgmusiec.com
E-mall: sales@pgmusic.com

1-800-268-6272
(250) 475-2874

EOHOCTIOBER2000 |

(‘mﬂ u‘! S@U @U Eg dq{

New, Used and Vintage Recording Equipment
8uy * Sell * Trade

API, Neve, Fairchild, Manley, Buested, Urei

Puitec, Neumann, Lang, Studer, and More!

www odyssevrosound com

YOUR HOTSPOT
GUIDE FOR NYC
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DUPUCATION / REPUCATION SERVICES

*100 CDs...retai package wih ;.

color mserts, jewel casedwrap... 5299 -«den
1000 CDs. Jefadpadragomu + graphic desi
color inserts, jewel $1270 »prt 'v&, kag}
1 800-409-8513

EARTH RISE
500 £

ONE WINNLR WILL BE VKKED EACH MONTH.
GOTO LA WEBSITE FBR. CONTEST RULES. RESTRICTIONS MAY APPLY.

1000 CDs

package includes:
ilm seperations

full color 2 page/l?aﬂel inselt
1 colar nn m pvmnnglg ass master,

t box, sShrink wVap
500 CDs

1 el dpanel
r';“pm\dnd’ghms?nmnu
>, ghrink wrap

astering * grapini design * printing

500
we do :i‘
pulug: ln:‘

¥l m‘ap“pam‘ insert
Y Master

3 colar on cf printwg/glas
k:d' y“lll‘l

= Froo Bares: i
- Fast, Feliobie and friendly seevi

I 800.876.5950

500 CD's WiTH WINDOW SLEEVES 3595
TCORS 2COLOR SLKSCREEN

i e "”fm"i"z'ﬁ’ 52611
fomet.com L.

500 CDs and Jewel
Boxes for *650°°
=2 800-859-8401

Great prices on complete packages with
printing, graphic design & mastering
www.go-QCA.com

CD, CD-ROM,
& cassette
manufacturing

-art design &printing

cail n’mnsrt our webs

2 1-800- m

wwwgfystalclearsoun 4 '

Wonél’ﬂistrib b
Amazon,cofn, ,;%ncord <

o]
y 4
D
0
D)
(14
<
L
wl
v
vl
g
0
P

T ALKWITH A
HUMAN BEING
Apou REPLICATION

OASIS® DUPLICATION OFFERS:

» Innovative Packaging, including the

revolutionary Oasis Jewel-Free™ Box
» Audio Mastering h

* Graphic Design
e Film

* Printing

* Packaging

s Free Radio Promation on our

OASISSAMPLER™ CD compilations
ke33? National Distribution of your CD
to Major Retail & Internet Chains
« The industry’s best reputation for

quality, for 12 years running

:OASIS:

CD & CASSETTE
DUPLICATION

Feel the Power of Excellence
TOTAL CD, CD-ROM, & DVD PRODUCTION

We do what a label does.
For you.

(888) BY-DASIS (888/296-2747)
info@oasisCD.com

. toll free; 1¢877DISC*USA
www.oasisCD.com

(212) 252-9300 in NYC
149 MADISON AVENUE NY, NY 10016

www.digitalforee.com

D>.J. VINYL PEOMrO
700 12~ VINYL STFsID .

(in WHITE JACKET w/ HOLE) 51.30 each for additional LP's P

TOOO 77 VINYL 457s (wirnw white sieeve) S849.00  ReORDER - $479.00
500 77 VINYL 45’s (winwnnesieeve) $S675.00  ReORDER - $299.00
TOOO 7127 VINYL (in wHITE JACKET w/ HotE) $1,779.00 ReORDER - $1199.00
500 127 VINYL (in wiite IACKET w/ HOtE) $1,249.00 REORDER 5699.00

ALL PACKAGES INCLUDE: MASTERING / FULL PROCESSING / TESTS /
2-COLOR LABELS / SHRINKWRAP (12“ only)/ QUICK TURN AROUND

IN-HOUSE CD, VINYL & CASSETTE REPLICATING & PACKAGING * OVER 60 YEARS OF EXPERIENCE
ASK FOR OUR FREE BROCHURE! PRICES SUBJECT TO CHANGE WITHOUT NOTICE

Rainbo Records and €assettes
1738 Berkeley St » Santa Monica CA 90404 (310) 829 3476 «
Fax: (310) 828-8765 « www.rainborecords.com * info@rainborecords.com

FAX YOUR AD

631-547-1181

EQ | OCTOBER20O0OO | 162




DUPUCATION / REPUCATION SERVICES

Factory-Direct Pricing.

CD S#URCE

CD-ROM » CASSETTE
1.877.CD PRESS (toll free)

www.cdsource.net

816 Fifth Avenue
ittsburgh, PA 15219

DD,

DIGITAL DYNAMICS AUDIO INC.

Sl gady
¥ Ay ke, anl¥
© CD Mastering.and Repliion 4 - 36
© Cass. Mastering & Repligation v ;

o Digital Audio Post Production || ,a
CEDAR Sor;irstorati 1
F rvi ital H )
RO et 200 3 (]

300 - 585.00
500 - 625.00

CD’S IN 2 DAYS!

Guaranteed!’

SMALL AD

BIG SAVINGS

CD's fast turn around from [-10,000

Ag te Audio Labs, Inc.
1:800-801:SONG (7664)

' CD-R COPIES Lowest

Quick Turn-around H
10 to 10,000 coples Prl ceS!

1-800-927-3472 |

1000 - 999.00

CALL MESNT NGW FOR A BOTYOM LINE QUBTATIGN!
B A SEMu/timedia 14

500-579-7010

FOR ADVERTISING

. 00 c[)‘s ;

OPPORTUNITIES IN

www.yourmusiconcd.com

NS 10 cdrs - $50, 25 cdrs - $75, 50 cdrs » $125

SNS
100 CDRS - $199.00

Ingludes cdr, on cd print, & jewel ease
OR 100 FULL COLOR CDR
PACKAGE FOR ONLY $375.00
Atlanta 678-442-0933 Toll Free 877-442-0933

Musicraft

MupLTI-MEDIA

THE BEST CD axp CaSSETTE Packaces Iy TRE WorLD
CD Mavuractt w\';:? CASSETTE DUPLICATION,
GRAPHICS, PRINTING & MORE

Portland * 1-800-637-9493 « Los Angeles
A Division of SarShan Marketing, Inc. * E-mail: jzobrist@ha.tcfarms.com

\ MEDIAVWORKS

INTERNATIOQNAL. IMNC.
1029 Elm Hill Pike
Nashville, TN 37210

Eompact: discs _ cd rom dvd
cd +/cd enhanced video

digital bin cassette duplication

shortwrun discs and cd one-offs now available

call toll free for quotes,special
packages and large quantities
® scompetitive pricing
efriendly service
sprofessional results

—

1-800-211-4689

www.mediaworkscd.com

PECIAL PACKAGE PRIC
[50F 1000 CDs for $1545 EN

tude graphics, tilm, print, duplication. packagigy

46 PRODUCTIONS

25 CDRs - $100 / 50 CDRs - $175
100 CDRs - $250 / 200 CDRs - $425

From CD or CDR master. Inciudes CDR in jewet box with text

printing on CD label, Add $19 for other digital master, $33 for
analog master. Orders must be prepaid. Shipping not Included.

42W557 Hawk Circle, St. Charles, IL 60175
b=l Phone: (800) 850 5423 ¢ E-mail: info@46p.com
Visit Our Web Page at: http/Avww.46p.com

DRS with every order!

*12" Viny! Pressing
*Dub Plates
*Compact Discs
*Cassettes

Call
Christine Vela
631547-1180

Recond & Jape WMarufactuning

Call Today 1- 800- 527- 3472 (Outside TX)

(214) 741-20217
902 N. industrial Biva Dalias, TX 75207

For Advertising Rates,
E-mail Christine at cveladuemedia.com
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EVGCR VB R4 CRvilelele W to duplicate ? CD-R DUPLICATION
www.mastermindaudio.com 100+ 1.99 500+  1.79
Ea sPECIAL ! myANT Prc s D -, Dupeaten Thorme
. L+] Impnintin; Jewell Box,
300 Promo CD's just $555 ! ”"‘::c ENGINEERg i lthp ';Sj?::gk:',::;;;
Includes CD-R's {from CD master), CD face label print & Sleeve .,c“E-:)lN Oour “{__ DUPLICATION o
Retail Ready CD's (in just 5 days 1) bwmsxdu;;:"'“" S (936)
100 CD's $359 [ corwins | Commissing gy i
200 CD's $649 [Pﬁm-co_lo“l';rol::&lra:ci.nsem ] ‘aa';"’;’{’:&z ,,dse'ee”ed 1=10) ARE
g T Lt ) SI0n3! sorvice
8 C?—sjg:t_g\ Toll Free 1-877-8MASTER ; s Tools Io' ,
reat Deals ervice on Over roducts
MASTERAIY‘A‘\'\DOJ 78 1 944_9 39 3 FR(VEnhEﬁrg:’nLPoge’rsye Pro Audio Sound Cards, Intarfacas, Cables,
Software, Controllers, Samples, Sequences

www.midi-classics.com

SO L L T
THE DEADLINE FOR THE

NOVEMBER POST AES
ISSUE IS OCTOBER 11 QI Ly i

All The Best
CALL CHRIS VELA @ 631-547-1180 BRI S malcs
203-891-8918

Seungicape @D Focusrite
em@c rRoNr!gR o.kaw-lk
- s AﬁfAREs Lucid .

Avalon M-5 Mic-Pre

Lexicon MPX 550 /

/;xzDNE

Digidesign 001 m
Sp Mackie Compact Sefies VLZ PRO  «* " »
d Eweves SONORUS e

I - M-Audio Defta 1010

NEMESYS
B esmResrY rEisSTEAN G =]

a [ ; o PO . ] <
Alesis ADAT XT20 X e Ao VI 7375P eod : , eCHO
& SONIC FOUNDRY" e FMR Audio
PreSonus -
rawmer 1960

* MONSTER CABRLE '
3

Mackie HR824

b “\:IX) e
Ssanbarg

Sornwkorft

¥ CADE350 —

. AIIs Masterlink MéOO
Bayview Pro Audlo will beat any advertlsed prlce from any dealer!
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THE ULTIMATE ONLINE RESOURCE

for pro audio, video & systems integration—

Entertainment Technology Network

From the Publisher of Pro Sound News, EQ, Systems Contractor News, Medialine,
Residential Systems, Surround Professional, Television Broadcas!t, Videography & Government Video

is looking for energetic, talented professionals.

Internet Sales (Account Service) Managers: Ability to sell creative marketing oppor-
tunities to a rapidly-expanding community of customers and help them to grow their
business. Requires understanding of internet marketing and advertising concepts as
well as proven track record of new business development. Media sales experience,
internet advertising sales, and/or knowledge ol the Pro Audio, Video & Systems
Industries a plus. Travel required. Excellent compensation.

Strategic Business Development Manager: Ability Lo identify, negntiate and close
key partnerships inside and outside the Pro Audio Industries. Prior Internet business
development experience and MBA are preferred.

internet Marketing Manager: Ability to design and implement internet marketing
plan to drive marketing objectives. Requires thorough understanding of internet mar-
keting. Knuwledge of Pro Audlo, Video & Systems Industries a plus.

United Entertainment Media, Inc. is an equal opportunity employer, offers a competitive com-
pensation and benefits package. If you would like to join our
progressive team please fax resume and cover letter
to MP 212.378.2160 or visit us at AES Trade Show in
Los Angeles Booth #463.

United Entertainment Media, lie.
KUnited News & Media Company

RECORDNG STUDIO

We can take your pro)ecton,any

format (ADAT, Tascam, 2" tape |

or Digi001) transfer it to our

amazing Pro Tools System, o

some high end overdubs,

tweaking and mixing 0 :give you

the same professional fesuits we

produce for our recent#fients like

Christina Aguilera, Sly 8 Robble,

JT Money, Rudy Perez and David Cole just to mention a few.
Can't make it to Miami Beach? We 'DﬁerQSWd transfers by FedEx.

DIGINOT
1T PAYS TO ADVERTISE IN EQ

The Ultimate Pro Tools Studio
305-604-9210 www.diginote-miami.com

EQ | OCTOBER200OO | 167

The job you want.

Sales » Service * Technical

Support * Contracting/Install

Recording Studio « Creative

Marketing < And More
Call and ask for
Kristine Haas or

= . - the Career
music technology direct Center today!

5335 Bass Road
800-222-4700 33 8ass Road
www.sweetwater.com (219) 432-8176
careers@sweetwater.com FAax (219) 432-1758

8” or 12” PB

nal
. Monitogk k)

Your mie \
¢lip holdsu
© " YW FLECTORE
. ‘ v, in place

HEAR WHAT You’ve BEeN MissING!
Ask for it at your favorite music shop. T ]
clearsonic.com

USE THE

[{J

CAREER MARKETPLACE

TO HIRE YOUR

BUSINESS!!!

Call Christine at
631-547-1180




Music technology direct

00-222=-470(

Sweelwater

CALL NOW! 1 L[]

©
LOUD ‘y‘y‘ WAVES

It's everything you need,

with essential daily tools,

sweetening and mastering

processors, and sound design

mindbenders. From the original

Q10 and L1, to the Renaissance

series, to Enigma and MondoMaod.

Don't skimp. Go for the Waves Gold,
on the way to yuur yold record.

On the heels of their ground-breaking RealVerb 5.1
surround reverb plug-in, Kind of Loud Technologies
presents RealVerb™, a new stereo reverb plug-in for
Digital Performer/MAS. ReaiVerb uses complex spatial and
spectral reverberation technology to accurately mode! an
acoustic space. The bottom line? Great sounding reverb with
the ahility to customize a virtual room and pan within the stereo
spectrum. RealVerb even lets you blend room shape, material, and
size according to the demands of your mix. And RealVerb was designed
from the ground up to take full advantage of Digital Performer’s effects
automation: adjust controls in real time without distortion, pops, clicks or
zipper noise. You can even morph between presets —in real ime. Forget your
old standby. Let RealVerb bring new quality and space to your recordings.

Waves Gold Native™ contains all the plug-
ins from these Waves Bundles:
« Native Power Pack™
* Native Power Pack II™
¢ Pro-FX Plus™

i EAPLLE (BEalYerm ™}
d ..atotal of 15 Waves processors. And you save a bundle
when you go for the gold!

GGc

- J
sundle

STEREO REVERB WAVES PROCESSING
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MOTU AUDIO SYSTEM

-
T -

e, ¥
Expand your S, , Alru
MOTU desktop -
recording system ) mk
with these o
essential tools.

Why is Apogees new Why is the Mackie® HUI™ the ultimate mixing

Tral@™ two-input microphone worksurface for Digital Performer? It's like placing

pre-amplifier and A/D the your hands on Digital Performer itself. Sculpt your mix

perfect addition to your MOTU with HUI's sitky-smooth, touch-sensitive motorized faders.
recording system? Because it's lweak eftects parameters with firm, yet responsive V-Pot
from Apogee. And because it has: rotary encoders. You can even call up plug-ins on-screen

directly fram HUI. Keypad and transport controls let you locate
Digital Performer‘s main counter instantly, just like the familiar
keypad on your computer keyboard. HUI is a complete hardware
waorkstation console, with the user-friendly ergonomics that Mackie
mixers are known for. If you work day in and day out with Digital Performer,
HUI will significantly boost your productivity through direct hands-on control.

* Superb two-channel microphone
preamplifier with +90dB gain, phantom
power, front-panel universal input socket,
high-impedance direct instrument input,
analog out— and an incredible sound!

* Two channels of Apogee’s true 24-bit, 96 kHz
A/D conversion with 117 dB dynamic range, plus
full 8-channel digital architecture and routing.

* Digital transfer into your MOTU audio interface.

*Optional 2- and 8-channel D/A cards; two AMBus card

slots support multiple formats & format conversion.

* Apogee * Apogee Soft Limit™ — which helps you record
at a higher level without overs; Soft Saturate™ gives you the
sound of analog tape compression!

* Apogee’s enhanced UV22HR" translates 24-bit signals to
20 or 16 bits while maintaining high-resolution detail.

opnimemeg,
aidibilibon o

HUI

DUAL MIC PRE-ANMP & A/D AUTOMATED
CIRCLE 75 ON FREE INFO CARD MIXING
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For the sake of comparison

Behind Door A

It is possible to hear something and tell whether
or not you like it; we do it all the time. What you
cantdois tell whether or not what you're listening
to is the best representation of the original.

If you're recording in the studio, you put down
a take and listen to the playback to decide if
everything is in order. You can determine
whether all the musicians played their part cor-
rectly, if alt the instruments are in tune, if the tem-
po is correct, if the groove is what you were look-
ing for. You can also tell if the sound of the song
as a whole is good enough to go on the finished
CD. What you can't tell is if the sound you hear
on playback is the same as the sound that was
heard in the control room during the recording.

The only way to determine if what was
recorded is the same as what was played is to
compare the two directly. To do this compari-
son, you need the band to play along with the
recorded material. You can then switch be-
tween then live material and what's coming
back from the recorder. To do this A/B com-
parison correctly, you have to change sources
at the recording console, switching between
monitoring the live console outputs and
monitoring the tape playback. If you do the
comparison by switching the recorder from
playback to input monitoring, you'll still be hear-
ing the converters and electronics of the record-
ing device, which add coloration to the sound.

If you're still recording analog, you'll hear the
biggest difference. I'm not talking about
whether you like the sound of analog or not, but
whether the input sounds like the tape play-
back. They're not the same, and that's just the
law of physics. Digital recording doesn'’t nec-
essarily sound exactly the same as the input
signal, but it is measurably closer to the input
than analog recording.

Every process does something to the sound.
Some of the processes are done to make the
sound more pleasing to the artist, engineer, or pro-
ducer. A process can improve the sound or make
it worse. These processes include mic choice, mic
position, instrument choice, instrument placement,
instrument tuning, player performance, guitar amp
settings, drum head mutes, and literally hundreds
of other variables that color the sound on the way
to the recording machine. The recording method
is one of those variables.

Shootouts

Whenever a bunch of equipment gets accumu-
lated in one place, there will inevitably be a
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shootout to determine which piece of equipment
is better than all of the other pieces of equipment.
| was involved in one of these shootouts in
Nashville a few years ago involving a swarm of dig-
ital converters. All of the converters were calibrated
exactly so that there would be no level change
when switching between them. As a control, a
straight wire connection was one of the choices.

About a dozen engineers showed up to eval-
uate the converters. The source material varied
between live acoustic guitar, live vocal, multi-
track analog and multitrack digital material
mixed through an SSL with Ultimation. Re-
member that one of the choices was the orig-
inal signal right from the console. The other sev-
en choices were the six converters and the
straight wire. Only two of us picked the
straight wire as sounding the most like the orig-
inal. Everyone else picked converter #3. They
said that they liked converter #3 because it
made their mixes sound better than what was
coming directly out of the console. They said
it made their mixes sound better than what
came out of the console.

Well, that wasn't exactly what | was looking
for. | wanted a converter that sounded just like
the straight wire. | wanted a converter that did
nothing of its own to my mixes. | wanted to mix
by listening to the output of the console, print
the mix to the mix machine, and when | played
the mix back, | wanted to hear exactly the same
thing. If | wanted anything different, | would
change it in the mix, or do it in mastering.

| want the same thing in my mulititrack
recording. | don't want the recorder to do any-
thing to my recording. If f want an analog sound
on the drums, | will record them onto an ana-
log machine and then put them back. If | want
the hi-hat brighter, | will record it brighter. If |
want some compression on the vocal, | will
compress the vocal.

During the shootout, if I had not had the origi-
nal for the comparison, | probably would have se-
lected the same converter that everyone else se-
lected. It sounded good. If there was no way to tell
what it was supposed to sound like, then converter
#3 would have been the clear winner as the best
converter of the shootout. Only by comparing it with
the original source could we know whether the con-
verter was doing a transparent job or not.

CD Formats
This leads me to the latest confrontation on the
» continued on page I55



This Mic Is Anvthing but Flat...

Thal's Why The Pros Love It.

What The Professionals Are Saying About The Neumann M 147 Tube:

Newumann — The Choice of Those Who Can Hear The Difference

The Neumann M 147 Tube

For years, vintage Neumann tube mics,

such as the venerable U 47, have been
high-priced, highly prized commodities.
Why, when advances have created mics
with near-perfect, virtually transparent
reproduction, have producers and
engineers travelled to the ends of the
earth in search of these vintage relics?

Because of the way they sound (especial-

ly the way the sound sits in the mix).
Enter the M 147 Tube.

Using the same capsule as the classic
U 47 and its smaller cousin the U 47 FET,
the M 147 Tube microphone brings a
warmth, presence and detail to vocals
that is simply unattainable from any other
mic being produced today, regardless of
how much it looks like a Neumann. The
fact is, there is really only one way to get
that classic sound you seek. Fortunately,

it’s priced well within your reach.

/ NeumanniUSA

" 4 TELEPHUNE 060 434.5220
FAX: 8 4.3148
WEB: WWW NEUMANNUSA.COM

“So far, I'm thrilled to pieces
with the Neumann M 147 Tube.
1 don’t think there’s any instru-
ment that | wouldn't try them
on. Whatever instrument | used
them for, | was very impressed
with the sound. | wish | had
about five or six of them!”
- Al Schmitt,
as quoted in EQ,
March 1999

“| would recommend the
M 147 highly for rock, rap, pop,
jazz or blues vocals; drum
room and/or kick drum mik-
ing; all tube and solid-state
instrument amplifiers; nylon
string guitar; and low-volume
or indistinct sound sources
that need some extra presence.
and for any type of digital
recording. In short, | like the
M 147 a lot -- so much so that
| bought one.”
- Myles Boisen,
Electronic Musician,
August 1999

“The particular kind of pres-
ence it adds is really unique
and desirable, and it's really
not available from any other
mic or easily obtainable with
an equalizer. Typically, con-
denser mics that have a for-
ward character are really just
britte and edgy, and the
M 147 is completely different
from that.”
- Monte McGuire,

Recording,

July 1999

“| asked the singer on my ses-
sion which mic she preferred
and, when presented with a
finite budget, her pick (and
mine) was the M 147. Classic
Neumann sound, tube elec-
tronics, the U 47 legacy, and a
price that won't savage your
bank account. Gotta love it!”
- Rick Chinn,

Audio Media,

February 1999

CIRCLE 59 /ON-FREE; INFO-CARD

“The M 147 proves again that
however close the imitators
get, there is no substitute for
the genuine article. This is the
real McCoy and although it
cannot be called cheap, its sim-
ple approach means that it is
far more accessible than a
valve Neumann would normal-
ly be expected to be. Another
classic in the making.”
- Dave Foister,

Studio Sound,

February 1999

“It’s my opinion that the tone
of the Neumann would not
require much EQing during
mixdown; a decided advan-
tage. lts high end would sit
nicely in a mix, and its round
but controlled low end would
not have to be cut to provide
room for other instruments.”
- Mitch Gallagher,
Keyboard Magazine,
June 1999
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hard disk recording

midi sequencing
audio interfaces
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midi system management
automated control surface support
the most complete integrated system available
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